Percy Goetschius 
The Homophonic 
Forms 
of 
Musical 
Composition 


G. Schirmer, Inc., New York 


\si Wola W Locked 
GL 4-49.89 


THE 


HOMOPHONIC FORMS 


OF 


MUSICAL COMPOSITION 


AN EXHAUSTIVE TREATISE ON THE STRUCTURE 
AND DEVELOPMENT OF MUSICAL FORMS 
FROM THE SIMPLE PHRASE TO THE 
SONG-FORM WITH “TRIO” 


FOR THE USE OF 
General and Special Students of Musical Structure 


BY 


PERCY GOETSCHIUS, Mus. Doc. 


(Royal Wirttemberg Professor) 


AUTHOR OF 
“THE MATERIAL USED IN MusIcaL COMPOSITION” 
“Tue THEORY AND PRACTICE OF TONE-RELATIONS” 
“MODELS OF THE PRINCIPAL MUSICAL Forms,” etc. 


z 


G. SCHIRMER, INC., NEW YORK 


Copyright, 1898, by G. Schirmer, Inc. 
Copyright renewal assigned, 1926 
to G. Schirmer, Inc. 


13710 


Printed in the U.S, A. 


To 
Mrs. bh. b. A. Beach 


AS A CORDIAL TRIBUTE 
TO AN EMINENT WOMAN-COMPOSER 
OF 
AMERICA 


PREFACE, 


se 


This book undertakes no more than the systematic enumeration 
and exhaustive explanation of all the formal designs and methods 
of structural treatment in the homophonic domain of musical 
composition, as revealed in classical or standard writings. The 
student who aims to acquire the Science of composition, is expected 


illustrations and confirmations 3 in general musical faces This 
will develop skill and facility, will induce correct habits of musical 
thought, will enrich the mind with a fund of resources, and 
stimulate the imagination to increased responsiveness and activity. 

But, further than this, the book lays no claim to furnishing 
clues to the subtle Art of composition. In converting his theoreti- 
cal knowledge into successful practice,—into a means to an end,— 
the student.can appeal to no_other authority than that of his own 
fancy, good taste, ¢ and natural or or acquired. judgment. 


II. 


The examples given for reference must_be inspected,—if not 
totally, at least in great part. No student should hope to be 
entirely successful and efficient as a composer without t possessing 
quite | extensive “acquaintance _ with. the “products” and _Processes of 
successful ¥ writers. Therefore, the pupil must regard the conscien- 
tious examination of these carefully selected quotations, as a very 
significant and distinctly essential part of his study. This applies 
more especially to the works cited in Divisions I, II and III. 

Some of the works,—those to which constant or frequent 
reference is made,—he must endeavor to own; for example: 

The Pianoforte Sonatas of BEETHOVEN, Haypn, Mozart and 


SCHUBERT; 
The Symphonies (arr. for 2 hands) of BEETHOVEN and HaypDn; 


The Bagatelles of BEETHOVEN; 


The ‘‘ Songs without Words’’ of MENDELSSOHN; 

The Mazurkas, Nocturnes and Preludes of CHopin; 

The Pfte. works of ScHuMANN (op. 12, 15, 68, 82, 99, 124), 
and of BRaums (op. 10, 76, 79, 116, 117, 118, 119); 

And some of the Songs of ScHUBERT and SCHUMANN. 


Ill. 


The author hopes and expects that the book will prove quite 
as necessary and useful to the general music-student, as to the 
prospective composer; a knowledge of homophonic musical struc- 
ture being, undeniably, of equal importance to a@// musical artists, 
reproductive as well as productive. 

The general student, while studying and analyzing with the 
same thoroughness as the special student of composition, will 
simply omit all the prescribed Exercises. 


Percy Goertscuius. Mus. Doc. 
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INTRODUCTORY. 


The four most important requisites of successful musical com- 
position are: istly, ample comprehension and command of the 
relations and associations of tone; 2ndly, an active and fertile 
imagination ; 3rdly, a strong ‘and well- balanced intellect ; and 
4thly, the life-breathing < attribute of emotional passion. 

Of these four, the last- mentioned cannot be acquired; it must 
be innately present in the disposition of the individual; and, con- 
sequently, it will not, and cannot, be a subject of consideration in 
this treatise upon Composition. On the contrary, the second con- 
dition, Imagination (with the no less important faculty of Dis- 
crimination), can evidently be cultivated and developed to a large 
extent; and one of the chief aims of the following pages will 
therefore be, to point out every possible means of arousing and 
stimulating this imaginative faculty. 

The first-named condition, finally, skilful technical manipula- 
tion of the tone-material and its resources, is very largely indeed a 
matter of study, and may be acquired by any ordinarily intelligent 
student, to an extent proportionate to his application and patience. 
Though not the most significant, it is the most indispensable—the 
first and fundamental, requirement. Therefore, the mastery of the 
principal details of Tone-relation (Harmony) is expected of the 
student before he undertakes the study of composition proper. 
Adopting the view that much facility (probably the greatest and 
best) is to be acquired through the application of this fundamental 
knowledge to the construction of musical designs, rather than 
through its exercise as an independent object of study, the present 
author demands no more preparatory harmonic and contrapuntal 
knowledge than will have been acquired by the faithful and 
exhaustive study of ‘‘ The Material used in Musical Composition”’ *, 


*Latest (21st) ed. G. Schirmer, Inc., New York. 
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or ‘*The Theory and Practice of Tone-relations’’ * (with the 
supplementary exercise indicated in its preface), or any other 
standard treatise upon Harmony. 


Tue Harmonic FUNDAMENT. 


The broadest principles of Harmony are herewith recapitulated ; 
not for the information of the beginner, who would learn nothing 
of value from such a summary review, but in order to afford the 
advanced student of Harmony a bird’s-eye view of the entire domain 
of Tone-association, such as will facilitate his choice and use of the 
material in the execution of the given musical designs : 

1. The source and material basis of all music, of whatsoever 
character and style it may be, is the (Cuorvf-i. e., a structure of 
from three_to-five_tones, arranged in contiguous intervals of the 
(major or minor) third. Of these chord-structures, s, there are thrée 
of fundamental rank, erected upon the Tonic, Dominant and Second- 
dominant (or Subdominant) of the chosenkey. The nature of every 
Chord is determined by the key, which latter resolves itself into 
a ScaLeE of conjunct tones, constituting the Platform of musical 
operations. 

2. The movement from one chord into another, whereby al] 
harmonic vitality is generated, seems to be dictated largely (if not 
mainly) by the simple choice between a WHOLE-STEP PROGRESSION 
and a HALF-STEP PROGRESSION, either of which is invariably 
feasible in one or another, or all, of the respective tone-lines (parts 
or voices), which describe or delineate the figures of the musical 
design. 

These chord-changes are REGULAR when the distinction of 
whole-step or of half-step progression is not determined by option, 
but by the strict harmonic conditions of the key; they are IrREG- 
ULAR (not necessarily ‘‘ wrong’’) when the choice is arbitrarily 
made, giving rise to more or less frequent changes of key. 

This sweeping option (of leading the respective parts upward 
or downward a whole step or a half-step) discloses one of the most 
comprehensive and inexhaustible sources of harmonic and melodic 
motion, including, as it does, every conceivable chord-progression, 
regular or irregular. But at the same time it is so vague and 
seductive, that the student should not adopt it as a rule for the 


* New Engl. Conservatory, Boston, Mass. 1894. 


INTRODUCTORY. 3 


determination of his harmonic conduct. He must regard it rather 
as a result (e. g., of some thematic or formal design) than as a 
cause ; and must accept it chiefly as a proof that there can never 
be an excuse for harmonic monotony or apathy. It is obvious, 
furthermore, that the free exercise of this option can be conceded 
only to those who have first become firmly grounded in all the 
principles of regudar harmonic progression. The following ran- 
dom successions illustrate the point in question : 


eo i 
Wy Uy 1) V ¥,IV Ill 3, IL *2) 1g - ¥3) 


*r) Up to this point all the chord-successions are regular, because, in each 
separate case, both chords belong to the same key, and are connected 
according to the natural law of chord-progression. 

*2) These two successions are irregular, because not in conformity with 
the rules of diatonic chord-movement. 

*3) And this succession (in common with all chromatics) is irregular, 
because a mixture of keys takes place. 


WAGNER. 
*. 


#4) From the ‘‘Gitterdimmerung’’. Some of these chord-successions 
can be accounted for in no other way than as a purely optional choice of whole- 
or half-step part-progression. 
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RUBINSTEIN, 


#5) This unique cluster of half-step movements may be demonstrated as 
passing-notes upon a regular chord-basis. 


3. The tones which form a chord constitute the harmonic 
nucleus of the phrase; but, while they may, and frequently do, 
appear in their primary condition (see Ex. 10; Ex. 27), they are 
often ornamented with those other scale-tones which lie immediately 
above or below the individual chord-tones (as Neighboring-notes) ; 
sometimes so richly, that a very simple and otherwise perhaps 
monotonous measure assumes a more unique and elaborate shape, 
and is transformed from the character of rugged or stolid simplicity 
into one of greater grace or deeper passion. For illustration (chord- 
tones in large type) : 


1. Andante. 
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BOO. covcccvcccvsccvecevcccccccccccsscercccssccesvcsecesascccseee= e-g-b-d-f..... 
BRAHMS. 


4. Furthermore, the chord-tones (possibly in connection with 
their auxiliary neighbors) are not always presented in one simul- 
taneous bulk, but frequently so separated (dispersed or ‘‘ broken’’) 
as to produce an animated rhythmic and melodic effect, and to 
extend into other, higher or lower, registers than the common and 
convenient tone-locality corresponding to the compass of the human 


voices. Thus: 


x Allegro. MENDELSSOHN. 
Ze 
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BEETHOVEN. 


These fundamental varieties of tone-combination, supplemented 
by a large number of inferior distinctions which will be pointed out 
in their proper place and order, constitute the MATERIAL out of 
which the composer develops his artistic creation. 

The processes to be pursued in this act : the draughting of the 
design, the execution of the details, and the modes of manipulating 
the natural material—these it is the province of a treatise upon 
‘** Musical Form’’ to expound. 


THE DIVISIONS OF MUSICAL FORM. 


The entire range of musical forms is divided into three grand 
classes : 

Istly, THE] NIC FORMS; embracing the majority of 
smaller designs, and a number of the larger ones, and characterized 
by the predomination of the simpler styles of harmony, and the 
element of stINGLE MELopy. 

2ndly, THE POLYPHONIC FORMS; embracing the Invention, 
Fugue and Canon, and characterized by the CONSTANT ASSOCIATION 
OF TWO OR MORE INDIVIDUAL MELODIES. 

Srdly, THE HIGHER OR COMPLEX FORMS; embracing the 
majority of larger designs, and characterized by the union of 
the homophonic and polyphonic principles of treatment, and also 
by greater logical continuity and closer affinity between the com- 
ponent members of the design. The matter under treatment in the 
present volume is that of the first of these classes : 


THE HOMOPHONIC FORMS. 


THE HOMOPHONIC FORMS. 


DIVISION ONE. 


THE PHRASE-FORMS. 


CHAPTER I. 


THE PHRASE. 


1. The Phrase is. structural basis of musical forms. It 


is a_series of chords in uninterrupted succession, extending (when 


* regular) through four ordinary measures inordinary moderate tempo, 

en the tempo is slow (Adagio—Larghetto), or the measures large 
(6/8—9/8—12/8), the Phrase may extend through only two measures; and, in- 
versely, in rapid tempi, or when the measures are of a smaller denomination, 
the Phrase may contain eight measures. Any other, larger or smaller, number 
of measures (3, 5, 6, 7, 9, etc.) must constitute an irregular design, the causes 
and purposes of which will be seen in due time (par. 33). 


2a. The simple Phrase _begins with the tonic chord ; or, in 
exceptional cases, with” “the dominant nt (see Ex. Ruerane No. 1), or 
with some other harmony of preliminary effect. The first tone of 
the Phrase-melody may appear upon any beat or fraction of the 
measure. 


In case it begins upon any wxaccented beat, or fraction of a beat, itis evident 
that the first (apparent) measure will be an incomplete one, and it must be dis- 
tinctly understood that such an incomplete measure is merely preliminary and 
is never to be counted as first measure, no matter how little it may lack of being 
an entire measure. (This must be borne constantly in mind in counting the 
measures in all given references. The irs measure ina Phrase, or com- 
position of any design, is the first /w/? measure !} The preliminary eats or 
fractions are in reality a borrowed portion of the jima/ measure, and will be 
deducted from the latter, asarule. See Ex. 5; Ex. ro (beginning upon first 
accent). Ex. 6; Ex. 7b; Ex. 12 (beginning on last beat of preliminary 


8 THE PERFECT CADENCE. Par. 4. 


measure). Ex. 13, No. 2; Ex. 14, No. 2 (beginning one beat and a half before 
first accent); Ex. 14, No.1; Ex. 23, No.6 (beginning on secondary accent of 
preliminary measure); Ex. 7; Ex. 13, No. 1; Ex. 22, No. 5 (beginning four 
beats before first accent); Ex. 41, No. 1; Ex. 45, No. 1; Ex. 66, measure 4. 
(b) The_Phrase_ closes with a Cadence; if a simple Phrase, 
independent of associates,or the fit final one of a series of Phrases, it 
closes with the so-called ;PERFECT CADENCE} otherwise with a 
semi-cadence (explainedin par. 36). 


A cadence is an interruption of the harmonic and (particularly) the melodic 
current, — a check, or pause, —a point of repose, which marks the conclusion 
of some melodic line, — but without affecting the fundamental rhythmic pulse. 
Cadences are distinguished, and their employment determined, by the force 
and extent of this interruption, 


3. Of the perfect cadence there is only one harmonic form, 
namely: the Tonic triad, with its root in both outer parts, on an 
accented beat, and preceded by a fundamental form of the Dominant 
harmony (whose rhythmic location and extent is, however, optional), 
Thus, in the skeleton of a 4-measure Phrase : 


1. Accented beginning. Perf.Cad. 2 Unace. beginning.  fPerf. Cad. 


4. But this unalterable harmonic form is, nevertheless, subject 
to a rhythmic 1 modification, which consists in projecting the faa al 
tonic chord a beat or more beyond its proper cadence-accent, by 
holding over the preceding dominant harmony (or parts of it) in 
any of the manifold Suspension-forms. Thus: 
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S. BEETHOVEN. 


#1) The V at the accent of this cadence-measure is merely a Suspension of 
the Dominant which appears in the comparatively unaccented third measure. 
This unaccented i impression of.the Dominant must always be preserved, in order 
to sustain the | é Comparative rhythmic. superiority (accent) of the cadence-tonic. 

The “Object of the rhythmic modification is, to avoid abruptness, or-to 
diminish the power of the cadence. As a rule, the cadence-tonic may be 
thus deferred to any extent (even beyond the cadence-measure); but it is 
generally objectionable for it to appear upon any pulse beyond the final accent 
(in case it is compound time, with more than one accent to a measure), or 
beyond the last ful/ beatin 2/4, 3/4, and other simple measures. In the 
Polonaise, and certain other styles of composition, this belated cadence-tonic 
is characteristic. For oe 


eds 0 ete aiay I, 


he aes Cadence, t but “heir tess Peel Fohoice: ‘cannot be re- 
duced to any Tule. In general, it appears wise to use AS FEW 
CHORDS AS POSSIBLE (better only one chord for an entire measure, 
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than a different one for each beat), because the purest and strongest 
melodies arise from the simplest and quietest harmonic source. 
Still, it is just as necessary to observe the principle of variety with 
regard to chord-durations in a Phrase, as with regard to the tone- 
durations in the rhythmic structure of a melody. The following 
example illustrates the two extremes of harmonic repose and har- 
monic activity in the chord-design of a Phrase: 


(a) One chord only, from beginning up to Cadence. 


¢ : 1 - 
eee ore SSE sire = 
s vw 


(b) Different chord to each beat (rapid tempo). 


SCHUMANN, 


- co 
-Fetret £s 


The pupil should scan a large number of the Phrases given in this book 
(and such others as he may encounter in examining classical music literature), 
and closely observe the harmonic structure, i. e., the number and choice of 
chords upon which the Phrase is based. See Exs, 61, 62, 64, 73, 74, 76, 83, 89, 
QI, 94, 96, and others. 


6. The part of the Phrase where the harmonic arrangement 
appears to assume a certain degree of regularity (neither by accident 
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nor tradition, but for peeectly natural reasons), is the approach to 
the cadence. 

The final-cadence-basstone.is the Zozzc note, and this is pre- 
ceded (in Bass) by the Dominant note of the scale, as has been 
seen. The former is accented; but the rhythmic location and 
extent of the penultimate basstone (Dominant) is optional. It 
usually appears twice, at least; the first time often as § chord of 
the tonic (I,). 

The basstone most naturally chosen to precéde this penulti- 
mate Dominant, is its dower neighbor, not only because of its tonal 
importance as Subdominant of the scale, but because of its con- 
venient proximity,—conjunct melodic progression being generally 
preferable to disjunct. The location, extent, and harmonic char- 
acter of this antepenultimate basstone is also optional; and it may, 
furthermore, be either the /eg¢timate 4th scale-step, or may be raised 
(as Altered tone). For illustration: 


Any rhythm. 
ste Ss oe = 
ti So Eas —j—4,—4,—_1— 0, fo | 0+ fo — 
é = ate ca eee 
ry EE Ler Ios £ a 
Bass part; 
most com- 
8. Time-values ERE Also: or: ir: 


optional. 


= 2s 2a ———— 


Subd Domes Tou, Il, 1, V F Iv I 


WwW. . 
Maestoso. A N ire oe 


Subd. Dom. Ton. 
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Sometimes the wffer neighbor of the Dominant is chosen to 
precede the latter, as antepenultimate basstone; either as legitimate 
6th scale-step, or lowered. 

Or, Joth neighbors precede the Dominant basstone, in either 


order. Thus (Bass part alone) : 
(C major.) 


ve This is the harmonic ‘*highway’’ to the perfect cadence, 
as marked by the lowermost part; and it will be traversed in such 
modes, such varieties of style, and in such degrees of speed and 
forms of rhythm, as the fancy of the composer (who is not limited 
to copying or imitating what others have done, if he will simply 
exercise the faculty of original combination) may discover. In the 
following instance (an 8-measure Phrase, with an unusual harmonic 
outset— j instead of Tonic), the three basstones shown in Example 
8 underlie the entire Phrase, from beginning to end: 


8. Viewed in its MeLoprc aspect, the Phrase (or, more exactly, 
the melody of the Phrase) will be found to consist of a certain 
number of sections, called Phrase-members or melodic Members, or 
Motives, or (if yery brief) Figures. They are more or less dis- 
tinctly separated from each other by slight interruptions—corre- 
sponding to the ‘‘ Cadences’’ which separate entire Phrases from 
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each other, but differing from these ‘‘ Cadences’’ in being so tran- 
sient as to subdivide the melodic line only, without severing the 
harmonic continuity of the Phrase. (Some writers call these spaces 
between the members ‘‘ Quarter-cadences’’.) 


This element of ‘‘ Phrase-syntax’’ is obviously the most important one in 
homophonic phrase-construction, for ‘or the entire purpose and signification of 
ue Phrase is concentrated in its principal melodic line, i. e., its Melody (the 

ir? or ‘*Tune”’, as it is more popularly calléd). The Melody #s the 
CaaS and all the > other structural and technical factors onaerees the é melody. 

But the author would reiterate his belief that melody, to a very large 
extent (if not altogether), is primarily.a Product. THE 1 MUSICAL SOURCE Is 
THE HARMONY, i. i. ¢., THE Corps; _AND THE MELODY Is THE Propuct out 
root and branch. Hence, the pladent will do wisely, at least as beginner, “ 
bear in mind the rules of rational chord-succession, and evolve his melodic 
motives outof this consciousness. The pages of our strongest classical literature 
abound in proofs of direct eduction of melody out of the chord. Examine the 
harmonic origin of the melodic motives in Ex. 2, No.2; Ex. 7,a; Ex. 34, No.2 
Ex. 35, No. 1; Ex. 46, No. 3; Ex. 74; and others. 

At the same time, inasmuch as the melodic extract from one and the same 
chord or chord-series may assume a multitude of different shapes (precisely as 
one and the same melody may generally be constrained into agreement with 
different accompanying harmonies), it is plain that the chovce of shape will be 
dictated by other conditions altogether, namely: those of thematic relation, 
agreement, or contrast, and other structural considerations. Therefore, it is 
not only ossible, but even. necessary, to design a Phrase largely from pute 
violations of the harmonic laws which must, by this time, be almost a second 
nature to the student. Review paragraphs 5, 6, and 7, the principles of which 
mist never be neglected or tgnored 

Q. In rare cases, there is no perceptible break in the Phrase- 
melody; in other words, the Phrase consists of ove single member, 


in which, at most, a vague subdivision into Figures may be traced. 


1. Allegretto. MENDELSSOHN, 


Usually, however, there is at least one melodic interruption, as 
a rule exactly in the middle of the Phrase, dividing the latter into 
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two equal members (the pupil may first glance over par. 10). For 
illustration : 
Allegro. HAyYDs. 


2 measures. ] 2 measures. 


Also Ex, 61, meas. 1-4; Ex. 70, meas. 1-4. 


Additional interruptions are most likely to occur exactly in the 


center of either the first half, or (rarely) second half of the Phrase; 
or in the center of both halves. Thus: 


1. Allegro. MENDELSSOHN. 
—_——__ 


1 measure. ] 1 meas. | 2 meas. 
First half of Phrase subdivided ; also Ex. 47, meas. 1-4; Ex. 72, meas. 1-4.— 


2. Moderato. MENDELSSOHE, 


2 meas. ] 1 meas. ] 1 meas. 


= J 
1 meaz. ! 1 = ] 1 meas 1 1 meaz. 


Both halves of Phrase subdivided; also Ex. 60, meas. 1-4; Ex. 66, meas. 
1-4; Ex. 74.— 

In this process of division (or, more properly, the synthetic 
process of compounding figures and members into a complete Phrase) 
the principle of regularity naturally prevails; but there are occa- 
sional cases of irregular metrical association, as follows: 


1. Andante. MENDELSSOHN. 
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10. The means of marking (or of locating) the ‘spaces’ 
between the members of a Phrase-melody, are numerous, but often 
so vague that the student will frequently have to depend more upon 
instinct than upon rule; different analyses of the same melody are 
often possible, and, in fact, the performer may (to acertain degree) 
place an arbitrary construction upon the syntax of the Phrase. 

This is simply because the distinctions between the inferior grades of 
“Cadence’’ (in the sense that every interruption, however slight, is a 
“Cadence ’’), like those of punctuation, are necessarily subtile; and, there- 
fore, it is not always possible to define with accuracy the various degrees of 
cadential interruption corresponding respectively to the space between Figures, 
between Members, or even between Phrases themselves. See par.11. 

The most reliable methods of marking the limits of a melodic 
wembex, are: , e 

“Astly,) to introduce a Rest (sufficiently emphatic not to be con- 
founded with mere staccato) ; this is seen in Example 12, Example 
13, No.-3,.and Example 14, No. 1. 

(2ndly, t to dwell upon_ the final tone, thus giving it compara- 
tively longér duration than its associates, as in Example 13, No. 1, 
and Example 14, No. 2. That this rule cannot hold good for every 
heavy note, is demonstrated by the ,j at the beginning of measure'4 
in Ex. 12, and by the first note in Ex. 3—neither of which marks 
the exd of a melodic member. The heavy tone must stand in the 
proper place, and must impart a_cadential (closing, concluding) 


im 6H, Hx. 13,) Nowrs< Ex. 14, Nos,2. 
“Grate trait which is more convincingly indicative of melodic 
division than any other, is that of Mefetition or Sequence, or, 
in a word, the recurrence of any sufficiently striking melodic or 
rhythmic figure. See Ex. 13, No. 1, members 1 and 2; Ex. 13, No. 
2, members 2 and 3; Ex. 13, No. 3, members 1 and 3, 2 and 4, 
Ex. 14, No. 2, members 1 and 3; Ex. 17; Ex. 18; and the follow- 
ing, in which the characteristic repetition of the first tone unmis- 
takably marks the beginning of each following member: 
a 


15 Soe beret eee Seer eee 


The only danger of error, in this method of analysis, is that of 
accepting too many ‘‘spaces’’, and thus confounding the smaller 
particles of the Phrase (the Figures, or subdivisions of the Mem- 
bers) with the Members themselves. Further:, 


16 MELODIC MEMBERS, Par. 12 


I 1. The smallest musical particle is the single Tonz,—cor- 
responding to the single letter in orthography. The uninterrupted 
association of two or more tones (in melodic succession) constitutes 
the Ficure. 

The association of two or more figures (separated by very 
slight interruptions) generally constitutes the PHRASE-MEMBER or 
Mortive,—corresponding to the words, small and large, in a sen- 
tence. 

The association of two or more members (separated, as above 
shown, by ‘‘ quarter-cadences’’, corresponding approximately to 
the spaces between the words of a printed sentence) generally con- 
stitutes the complete PHRASE or sentence. 

The usual (but not invariable) subdivision of the melodic mem- 
ber into its figures, and the consequent distinction between these 
factors, is shown by the double system of slurs in the. following 
illustrations (upper slurs on Member lower ones for| Figures) j | 


x. Presto, MENDELSSOHN, 
ee _ 


*1) These possible variations in the analyses of Phrase-syntax need give 
the student no concern. Review the first few lines of paragraphs 8 and 10; 
and examine the given examples with regard only to such of their divisions 
and subdivisions as are plainly definable. 


12, In the composition of a Phrase-melody, some attention 
must be paid to the melodic and metric relations between the 
members;~and while there will appear to be no system, nor any 
limit to the possibilities, still, each individual possibility is a 
suggestion to the alert student, and consequently becomes a definite 
stimulus to his imagination. 

As concerns the metric relation, it has already been seen, in 
Examples 12, 13, and 14, that the Phrase-members may be either 
similar or dissimilar in length. a 
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And with regard to their melodic (or thematic) comparison, 
both similarity (Ex. 13, No. 3) and difference (Ex. 14, No. 2) have 
been observed. 

In Examples 12 and 13, similarity of rhythmic character pre- 
vails, while in Example 14 there is striking rhythmic diversity. 

There is probably a slight preference in favor of regularity and 
similarity, in all of these respects. 

~ Total thematic agreement Gepetison) is illustrated in the 


following : ; 
1. Andante. MENDELSSOHN. 
a o— 2-9 o—;—_ 
17 
A | a. | 
2. Vivace. | cree HAYDN 
is of @ 


ee _ 5 
a ET =f 
ea = =a = 
[o. | [a | eal | 
See eee 30, No. 1, meas, 1-2; Ex. 35, No. 1, meas, I-33 Ex. 46, No. 3; 
Ex. 7%, meas. I=4- —s 
Ce thematic : agreemen any (by ae prevails in the 


following ; (N.B . A Sequence is the reproduction of a melodic 


figure or member eee other, higher or lower, steps) : 
x. Vivace. peters HAYDN. 
ee eee 


18 eae Sat 


2. Presto. Sal ed 


4 ft, 2tte 2,2 SS > 
gira EST 
[2 ss ae, 


See also Ex. 27, meas. 1-3; Ex. 34, No. us meas. I-3; 1, meas, 1-3; Ex. 37, Meas, 1-3; 
Ex. 52, meas. 3-5. 


Frequently, actual thematic agreement is cleverly disguised, or 


modified, as follows: 
1. Presto. HAYDN. 
» primary form. ~“™ 
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2. Andante. MENDELSSOHN. 


re ‘ 
[s | a. |v. | bd. mod. || ». mod. Lj tt Le 


3. Allegro. BRAHMS. 


contracted and shifted. 


See also Ex. 30, No. I, meas. 2-3; Ex. 79, meas. 1-2, and 5-6. 


After carefully and repeatedly reviewing all the conditions of 
Phrase-construction given in the preceding paragraphs, the pupil 
may venture to apply them in the invention of original examples of 
Phrase-melody, according to the following directions : 


EXERCISE 1. 


Invent a number of instrumental Phrase-melodtes of diversified character 
and design, principally four measures in length,—a very few of two and 
eight measures. 

Alternate regularly between the major and minor modes in successive 
examples; employ the different varieties of duple and triple time impartially; 
and employ the various grades of tempo (from Adagio to Allegro). Exem- 
plity the principal forms of phrase-syntax (Exs. 11, 12, 13), and thematic 
relation (Exs. 17, 18, 19). 

The harmonic basis must be borne-in mind constantly (par. 5, 6, 7), but 
is not to be written down§“THE MELopyY ALONE constitutes the object of this 
first exercise. ~—™. a 
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CHAPTER II. 
THE HARMONIC EQUIPMENT OF THE PHRASE-MELODY. 


13. The general principles governing the harmonization of a 
given melody having been acquired in the course of ‘‘ harmonic ’”’ 
study, it only remains to add a few directions here in reference 
to the various styles of harmonic accompaniment. These will 
be dictated, most naturally, by the character and tempo of the 
melody; but they may be chosen according to the particular effect 
desired. 


14a. In those cases where the melody in itself exhibits its 
harmonic source with sufficient distinctness, or where it is to appear 
in impressive isolation, the harmonic accompaniment is apt to be 
omitted altogether, during one or more members, or perhaps during 
the entire Phrase; the melody.appears as SOLITARY PART, or tone- 
line (unison), or is simply doubled in one or more octaves. For 
example: 


SCHUBERT. 


2. Allegretto. aoe at BACH, 
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CHOPIN, 


See also Ex. 38, No. 6 (also 4 and 5); Ex. 52; Ex. 81, meas. 1-2; Ex. 84, 
meas. 1; Ex. 94. 


(b) Or, the Phrase-melody is supported by ONE ADDITIONAL 
PART or_tone-line, which either assumes a coordinate melodic 
character (Nos. 1 and 2), or becomes, as figural part, the arpeggi- 
ated representative of the entire chord-basis (Nos.3and4). Thus: 


1. Allegro. MENDELSSOHN, 


(2 equal parts.) ——— 


3. Allegretto, BEETHOVEN. 
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4. Allegretio. SCHUMANN. 


(figural part.) 
See also Ex. 32, No. 3; Ex. 64; 68; 69; 77; 78; 97. 


(c) The addition of two accompanying tone-lines (3-voIcE 
STYLE) secures a complete harmonic effect without bulkiness, and, 
for this reason, the 3-voiced style must be regarded as generally pref- 
erable and most commendable. 

Here, again, the parts may be similarly melodious, as in the 
vocal style (though dictated by the rules of chord-structure) ; 

Or one of the tone-lines may be a figural part,—a choice 
which is more common and appropriate in instrumental (or key- 
board) music, and especially suitable for the Homopnonic forms, 

in 1_this harmonic style. the device of--duplication in thirds 
or sixths is both convenient and effective (see particularly “Ex. 
22, 2, Nos. 4 “and 5; and observe how the parts are related in 
Ex. 62). 

For illustration : 


MOZART. 


2. Andante. MENDELSSOHN. 


= 
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3. Andante con moto. MENDELSSOHN. 


(Duplication of principal mel in thirds. 5csscecccsesesox cs ) 
5. Allegro. BEETHOVEN. 


See also Ex. 26; 28; 49; 56; 58; 59; 66; 75; 89. 


(d). The 4-vorcz.styix is often necessary for greater harmonic 
breadth and fullness. It usually resembles the vocal (or choral) 
style very closely (Ex. 27), although one or more of the four 
tone-lines may be a figural part. It will be most appropriate for 
melodies of a comparatively serious and stately character, but less 
desirable for graceful or rapid melodies. Illustrations of this style 
will be found in Examples 7@ and 4, and in the second half of 
Example 5; to which may be added the following varied specimens 
of its treatment : tr 


1. Andante. fo at be at BEETH. 
: : SS eee 


(Imitation of vocal style.) 


Par. 15. HARMONIC EQUIPMENT OF THE PHRASE. 23 


2. Allegro. BEETH. 4 Andante, BEETH. 


— ———— 
?2 ees ae 


etc. 


See also Ex. 25; Ex. 273 363 51, No. 13 543 723 743 96. 


15. By simply duplicating one or more of these fundamental 
tone-lines (or single chord-intervals) in upper or lower octave- 
registers, the harmonic volume may be increased to any desired 
extent, and copious, rich, powerful or pompous effects achieved. 
Such voluminous harmonies are seldom sustained very long; and it 
is very important to observe that, in general, (only excepting in 
strict vocal writing,) 7 7s neither necessary nor wise to adhere 
rigidly to any number of tone-lines. That is to say, the volume of 
harmony may be increased or decreased during certain members or 
figures, or even at single points, for the sake of dynamic and har- 
monic variety. But the principle of ‘‘ coherent tone-lines’’ (the 
most vital in music) must never be violated; at least ¢wo lines (the 
uppermost, or Melody proper, and lowermost, or Bass) must always 
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be conducted with strict regard to melodic law; and usually one 
inner part also. These quantitative fluctuations in harmonic volume 
should, therefore, plainly appear to be transient duplications, or 
omissions, of a portion of the original bulk, which do not disturb 
the effect of the fundamental lines (‘‘ Material of Mus. Comp.’’, 
par. 413, 414). 

For illustrations of this species of harmonic accompaniment, 
and also those explained in par. 14, the pupil is referred to the 
pages of standard literature, (Mozart, Beethoven, Mendelssohn, 
Chopin, Schumann, Brahms), which he is urged to examine with 
special reference to this point. See Ex. 2, Nos. 2 and 3: Ex. 5; 
Ex. 6; Ex. 10; Ex. 20, No. 3; and the following: 


x. Maestoso. MENDELSS. 2. Agitato. BRAHMS. 


See also Ex. 38, No. 3; Ex. 40, No. 4; Ex. 473 615 67; 83; 91; 95. 
MISCELLANEOUS EXAMPLES OF THE SIMPLE 4-MEASURE PHRASE. 


ScuuBeErrt, Songs: ‘' Die schine Millerin’’, first four measures of Nos. , 
4, 6, 8, ro, 14, 20; ‘* Winterreise’’, first four measures of Nos. 9, II, 14, 22, 23. 

MENDELSSOHN, ‘ Songs without Words’’, No. 4, meas. 5-9; No. 28, meas. 
1-4; No. 41, meas. 1-4; No. 44, meas. 1-4. 

Also Ex. 62, meas. 1-4; Ex. 66, meas. 5-8; Ex. 73, meas. 5-8; Ex. 74, meas. 
1-4; Ex. 76, meas. 1-4; Ex. 78, last four measures; Ex. 92, meas. 1-4; Ex. 96, 
meas. I-4- 
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EXERCISE 2. 


Add the harmonic accompaniment to some, or all, of the Phrase-melodies 
invented as Exercise 1, Asa very general rule, the pupil is expected to adopt 
the pianoforte-style, at least for a time; though he is at liberty to write 
occasionally for any other instrument or ensemble with which he may be 
familiar (Organ, String-quartet, Trio, Duo, etc.). He is warned not to over- 
step the purpose of the Exercise, which in this case is limited to the simple 
regular PHRASE. 

Though it is by far the most common habit to place the Phrase-melody in 
the uppermost part, the pupil is urged to assign it now and then to an ianer 
part, or to the Jowermost one. See Ex. 22, No. 3; Ex. 28; Ex. 91, last seven 
measures. 7 

Review paragraphs 5,6 and 7, and avoid overloading the phrase. THE. 
FEWER CHORDS, THE BETTER. Avoid the faulty habit of harmonizing each 
individual melody-tone with a separate chord; that is, harmonize as many 
successive melody-tones as convenient with the same chord; taking care, how- 
ever, to change the harmony at the stronger accents, i.e., the first accent ina 
compound measure, and, analogously, the first accent of all measures which, in 
the regular alternations of heavy and light pulses throughout the Phrase, rep- 
resent the heavier units. 

Very positive preference must be given to the 3-voice style. 


CHAPTER III. 
THE DEVELOPMENT OR EXTENSION OF THE PHRASE. 


16, Musical composition involves two distinct mental pro- 
cesses: that of Conception and that of Manipulation. 

The process of conception comes first, and dominates during 
the creation of the thematic germ, the Motive or Phrase. The 
process of manipulation is maintained more or less steadily the rest 
of the way, even though it be in such close interaction with the 
imaginative and conceptive faculties that the limits cannot always 
be defined in the writer’s consciousness; upon this latter process 
depends most largely the success of the product. Composition is 
not an aggregation (merely the collecting and associating of a 
quantity of kindred, or, worse still, heterogeneous musical frag- 
ments, without regard to structural design, logical arrangement, or 
unity); it is the result of evolution and logical deduction,—ap 
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unfolding of one phase after another out of the thematic germ, 
until the growth is consummated. 


Of this fact, the pupil should encourage the most absolute conviction, 
for any other conception will prove an effectual obstacle to his aspirations in 
the classical avenues of serious and enduring musical composition. 


1 7. The ‘‘ Phrase’’ having been conceived, then xt step, then, 
is its enlargement or development. This is not yet co be effectu- 
ated by the addition of other Phrases, for that would overstep the 
limits of the present purpose, which is: the development of the 
resources embraced within a single germinal Phrase, upon a cor- 
respondingly narrow scale of structural design. 

The principal means employed in the Development or Exten- 
sion of a Phrase (or thematic germ of any kind) are those of 
REPETITION, SEQUENCE (i. e., the reproduction of a figure or 
member bodily, a certain interval-distance higher or lower), and 
Expansion. Their application may be classified in a fourfold 
manner, namely: 

(1) The Repetition of the entire Phrase ; 

(2) The Extension at the End, 

(3) The Extension at the Beginning, and 

(4) The Extension in the Course of the Phrase. 


I. PHRASE-REPETITION. 


18. When the whole Phrase is to be repeated, it is customary 
(though not absolutely necessary) to fill out the measure allotted to 
the perfect Cadence, dy continuing the rhythmic pulse in some form 
or other, so as to ‘‘ bridge over’’ the space between the end of the 
Phrase and the beginning of its repetition, and thus partly conceal 
the Cadence. This is more or less desirable, according to the width 
of the intervening space. 

It is not to be an ‘‘ Hvasion’’ of the perfect Cadence, and there- 
fore the harmonic form and the cadential effect of the latter must 
be preserved. 

The final Tonic chord must be retained; but it may be 
embellished ; 

And the chord-third, or even the chord-fifth, may be substituted 
for the Root in Soprano, or (rarely) in Bass. 

The rhythmic pulse should be maintained within the tones of 
the Tonic harmony; still, smooth harmonic progressions (through 
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other chords) may be ventured, if made in so cautious a manner 
as not to cancel the cadential impression (i. e., not until the tonic 
effect is established). See par. 21 and 25a. For example: 


Andante. i nz ey 
fy e—t— —| 


*1) Correct perfect Cadence, omitted because of the coming repetition. 

*2) Concealed form of perfect Cadence: compare with final measure. The 
rhythmic pulse is actually more rapid during this measure (16th-notes) than 
anywhere else in the Phrase; and the uppermost part has the chord-fifth (e) 
fora time, instead of the root (a), as atthe end. The cadential impression is, 
however, preserved by the cessation (rests) in the lower parts. For other 
illustrations of cadence-bridging, see Exs. 26, 27, 28; Ex. 46, No. 1, meas. 43 
Ex. 50, meas. 8; Ex. 66, meas. 4; Ex. 73, meas. 8; Ex. 78, meas, 12; Ex, 
89, meas. 8; Ex. 92, No. 2, meas. 8. 


19, The Phrase may be repeated Jiterally, without any 
changes whatever, excepting those involved by concealing the per- 
fect Cadence. See Ex. 25. 

Also BEETHOVEN, Pfte. Sonata, op. 27, No. 1, first movement, first, second, 
and third Phrases (repetition-marks) ; Pfte. Sonata, op. 28, Finale, meas. 1-8; 
9-16 (slightly embellished).—ScHumann, ‘‘ Album-Blatter”’, op. 124, No. 2; 
No. 7; No.9; No. 15; No. 17—/irst etght measures of each.—CHoPin, Prel. 
op. 28, No. 15, meas. 1-8. 


But it is far more usual and desirable, as conducive to thematic 
development, to introduce wnessential alterations, or variations, 
during the repetition. (See par. 40.) By ‘‘ unessential’’ is meant 
unimportant—not affecting any characteristic or essential element 
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of the Phrase. These unessential modifications of the repetition 
may be classified as follows: 


(a) Unessential embellishment of the Melody : 


Andante. 


*r) In this concealed form of the perfect Cadence, the cadential impres- 
sion is preserved by every prescribed condition (par. 3) excepting the pause or 
check in the melodic current; the rhythmic movement is here again (as in Ex, 
25) accelerated, and thus maintained during the melodically ornamented repe- 
tition. See also: CuHoprn, Mazurka No. 2 (op. 6, No. 2), first 8 measures. 


(b) Changes in the harmony and modulation : 


(Repe- 
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tition.) FOLK-SONG. 


See also Ex. 51, No. 1, meas. 1-8.—Ex. 62, meas. 9-18. 


To this class of modifications would belong, also, a repetition 
in the opposite mode of the same keynote (i. e., transformed from 
major to minor, or vice versa); returning, perhaps, to the original 
mode at the final Cadence. 

See Cuopin, Nocturne 17, meas. 14-6 from the end; CHopin, Mazurka 
20, mneas. 17-24; also last nine measures; BEETHOVEN, String-quartet, op. 18, 
No. 6, first movement, meas. 45-52. Ex. 89, Part II, meas. 1-8. 

(c) Shifting the Phrase-melody upward or downward to a differ- 
ent register, or different part; either bodily (i. e., the entire 
Phrase), or in sections : 


(concealed 
cadence.) 
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MENDELSSOHN, 
i dpe Tice Me, 
a = Eee Sey ee =e 
-— 
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*1) The melody is shifted bodily upward one and two octaves, from 
*‘Tenor’’ into ‘‘Alto and Soprano”’ registers. See also Exs. 29; 30, No, 1; 
BEETHOVEN, Bagatelle, op. 33, No. 6, meas. 1-8. 


31. 
(d) Changes in character and style of accompaniment : 
Allegro. 
TS SIS Bas BS t¢ —— 
bets See 
ct & oe 
29. (Pianoforte). 


== a Seer S: 


et Sas ae ee 
—— 
— meee 


S- 
*r) Here the Cadence 1s not concealed, because the ‘‘ space’”’ is so narrow 
as to renderit unnecessary. See also Ex. 30, No. 1. BEETHOVEN. Pfte. Sonata, 


op. 54, first movement, meas. 70-77, and 106-113. 
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(€) More complete and radical changes in the course of the 
Phrase-melody (not, however, affecting the beginning, or the end, 
or destroying general resemblance) : 


1. Andante. 
~- 


*1) 
wer ae pie 
— - -s : ee coe 
— — a @ oe ‘fee 
ee a = 


— 


ony aoa aan wk St 
Se 
v 


Cepeten e— ) 


pa! Sy 


aahiga dicta 


*1) af Cadence is not ate before the repetition, because there is 
no space left at all. See par. 4. 

*2) The second member of the Phrase is entirely changed; but the Cadence 
is preserved. See also Ex. 51, No. 1, last eight measures, 
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20. In rare cases, the bridging-over of the perfect Cadence, 
before repetition, is extended into a brief Interlude, or transitional 
passage, of one or more (superfluous) measures; but it must be 
kept so inferior in character and contents as to appear unessential 
and extrancous. For illustration, the 8-measure Phrase given in 
Example 10, is continued and repeated as follows: 


f — ee — 


(measure 7 ) 7 cad. measure.) (superfluous measure.) 
(Ex. 10.) *1) (Interlude) 


ie 


pS SSeS oe es 
ce e 


— 
v 


a co i 
crear 


Pr 
LS a ee eS ae ee 
ipo = — =r 
v Vv vw 


*1) This measure is kept subordinate by reduction to one part, and by the 
suppression of the accompaniment, 

*2) Compare this repetition with Example 10; it illustrates the change 
of register (19c), not entire, but /” sections. 

See also MenDELSSORN, ‘‘ Songs without Words’’, No. 46, meas. 3~12, 


Nothing more than such a distinctly unessential interlude could 
intervene between a Phrase and its ‘‘repetition’’, without trans- 
forming the structural trait of ‘‘repetition’’ into that of ‘‘recur- 
rence’. <A repetition is a (practically) ¢mmediate reproduction. 
See par. 81 @ and 4, 
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21. Reverting to par. 18 (which review), it must be dis- 
tinctly understood that ~o essential change of the harmonic form of 
the Cadence is permissible in the case of entire repetitions. This 
preservation of the cadence-harmony is the inviolabie condition 
upon which the assumption of ‘‘ repetition ’’ depends. 

The Cadence is the ‘‘ aim”’ of the Phrase; and it is only when the original 
harmonic aim is retained, that the Phrase may be said to have been “‘repeated’’. 
Any essential alteration of the harmonic aim (the Cadence-chords) would 
resolve an otherwise apparent ‘‘repetition’’ into two separate Phrases, with 
independent direction and aim. See notes and context to Ex. 46. The dis- 
tinction between apparent repetition and actual repetition (depending upon 
whether the Cadences are essentially different or not) is of the utmost impor- 
tance, because genuine repetition, whether variated or not, never constitutes 
any change or actual advance in the formal design of the composition; 
whereas, an apparent repetition, which proves ultimately to have been 
thwarted by a real change of cadence, contributes, as new member, to the 
progressive enlargement or evolution of the design. 


22. Two, or even more, repetitions may occur in succession, 
somewhat like a series of simple Variations (e. g., the Ciaccona for 
solo violin, by Bacu; the Chaconnes of HANpEL, for Harpsichord; 
the thirty-two C-minor Variations of BEETHOVEN, etc.) ; each repe- 
tition being differently modified, possibly in a certain systematic pro- 
gression, See BEETHOVEN, Bagatelles, op. 33, No. 6, meas. 31-46. 
BRAHMS, op. 118, No. 5, second tempo (Phrase with 5 repetitions). 


23. The osjecr of Phrase-repetition, and of repetition in 
general, is: 

To establish unity of thematic design by direct corroboration ; 

To give additional emphasis te the Phrase or member, and to 
define its contents more clearly ; 

And, finally, to obtain greater simplicity and repose of elemen- 
tary character than would result from a succession of constantly 
changing Phrases or members. The repetition will, therefore, 
be most desirable when the Phrase is of a somewhat abstruse 
or complex nature ; or of unusual length ; or when interesting 
and important enough to tempt the desire for (and justify) a second 
hearing. 

EXERCISE 3. 


Select a number of the Phrases invented in Exercise 2,or invent new 
ones, and add a repetition to each, illustrating the five principal varieties of 
modification given in paragraph 1g. All five modes may be applied successively 
to one and the same Phrase (22); or single repetition may be applied to each of 
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five different Phrases, with that variety of modification which appears to be 
respectively most appropriate. 


2. THe ExTENSIONS AT THE END OF A PHRASE. 


24. The extensions at the end are of a two-fold nature, con- 
sisting, tstly, of such as lie within the Cadence, and 2ndly, of such 
as lie beyond the Cadence. 


25. To the first class (inside) belong: 


(a) The repetition of the second half of the Phrase; possibly 
exact, but usually modified. 

This involves, as a rule, a more or less complete ‘‘ Hvasion”’ 
of the perfect Cadence,—an act which differs from the simple con- 
cealment of the Cadence (shown in par. 18), in being a more pro- 
nounced deviation from the latter, and often consisting in a different 
form of harmony altogether. The approach to the Cadence is usually 
not affected by the prospective evasion, as the latter does not begin 
until the Tonic element of the Cadence is due, or has been felt, 
upon its proper beat. The evasion is then effected : 

By substituting an Inversion for the fundamental form of the 
Tonic chord (i. e., 3rd or 5th in Bass) ; 

By substituting the VI for the I (Ex. 33, No. 1); 

Or by substituting any other chord, even of another key, which 
contains the original Tonic note in sufficient prominence to preserve 
the cadential impression. 

In any case, the rhythmic pulse is sustained in one or more 
of the parts; and the melody and harmony are so conducted as to 
lead smoothly into the desired repetition. 


The difference between ‘‘concealing’’ and ‘‘evading’’ the Cadence 
will become amply apparent upon carefully comparing the details enumerated 
in these last few lines, with those given in paragraph 18. 


For illustration : 


1. Andante. 
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2. Andante. 


evaded sail *2) en 


¥ 
3. Andante. Yas ee - 
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#1) The expected Cadence is evaded in this case by placing the chord- 
third in the Bass, and the chord-fifth (leading downward to the Root) in 
Soprano. Compare with correct form, two measures later; and observe the 
modification in the treatment of second Phrase-half, when repeated. 

*2) This peculiar evasion of the expected Cadence will be best understood 
by comparing it with the correct form, four measures later. It even affects 
the afproack to the Cadence, but the cadential relation is preserved by cling- 
ing to the key-note (e) in the Soprano. 

*3) In this example, there are ¢we repetitions of the second half of Phrase; 
the first time with the same form of evaded Cadence, and the second time 
with the correct perfect Cadence. 

¥4) Also a peculiar mode of Cadence-evasion, sometimes called “‘ Inter- 
cepted Cadence*’. It answers sufficiently well for the expected Cadence, as 
the accented chord (the IV,—4, d, f) actually contains the Tonic-note. The 
repetition covers a little more than half the Phrase, reaching back abruptly to 
the beginning of the 2nd measure. 

See also MENDELSSORN, ‘‘ Songs without Words’, No, 11, meas. 9-3 from 
the end. BEETHOVEN, Bagatelle, op. 33, No. 1, last nine and one-half measures. 
ScHUBERT, Song, ‘“ Haiden-Réslein ”’, meas. 5-10. 


(b) The repetition, or (more rarely) the sequence, of the last 
member of the Phrase; possibly a single repetition, but usually 
twice in succession. 

This generally refers to the last quarter of the Phrase, or a 
trifle more; and the evasion of the Cadence is necessary, because, 
in this case, the original (expected) Cadence is of to be included 
in the extension. For example: 
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evad. *2) MENDELSSOUN. No. %. *B 


#1) The expected perfect Cadence is evaded by substituting the VI for hel. 
The three notes in Soprano, which immediately follow, are included in the 
evaded Cadence, and serve: istly, to sustain the rhythmic pulse; 2ndly, tu 
lead smoothly into the first tone (b) of the member to be reproduced. The 
reproduction of the last member, which then follows, occurs twice, each time 
ina modified melodic and rhythmic form (the harmony remaining the same). 

#2) The numbers after Mendelssohn’s name invariably refer to his ‘* Songs 
without Words”. 

#3) The perfect Cadence is completely evaded by turning back abruptly one 
measure, where, on the first beat, 2 Tonic chord occurs in the very form suit 
able for evasion (chord-fifth in Soprano, and chord-third in Bass; see Ex. 32, 
No. 1, meas. 4). The extension consists in repeating this third measure twice, 
the first time exactly, and the second time with altered harmonization. 


26. To the second class (outside of, or beyond, the Cadence) 
belong : 


(a) The Repetition of the entire Cadence-group (of chords), 
usually at least twice, and possibly modified. 

This will usually embrace the last three or four chords, in- 
clusive of the original Cadence; and xo evasion of the latter will 
be necessary or even practicable, because the Cadence, as it stands, 
is to be included in the extension. The rhythmic pulse may, or 
may not, be sustained. For example = 


1. Andante. 
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2. Vivace. 


*1) This is a Semicadence (par. 36) instead of a perfect Cadence; but that 
makes no difference, as this principle applies to every variety of Cadence. 
The rhythmic pulse is not marked,-contrary to common usage. The repetition 
of the Cadence-member occurs in this instance no less than eight times, includ- 
ing one change of register, an acceleration (diminution) of the rhythm, anda 
series of rhythmic shifts which alter the location of the figure in the measure. 

*2) The five 16th-notes which follow the Cadence merely serve to sustain 
the rhythmic movement (compare Ex. 33, note *1)),—*3) Original melodic 
form of Cadence, transferred to next higher octave.—*4) Embellished form 
of the same.—*s) Half-measure sequences of foregoing figure. 

See also Ex. 41, No. 4, note *7), And MENDELSSOHN, ‘‘Songs without 
Words’’, No. 20, meas. 12-5 from the end. 


(b) The repetition of the two Cadence-chords (V and I); 
usually at least twice, and either in the same form, or with any 
rhythmic or melodic modification of the form. 

This species of extension will often be found to differ but 
slightly from (a), cited above; though it is generally more frag- 
mentary than the latter. For example: 

. Allegro. 


35. 
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*1) Two exact repetitions of the last three (Cadence-) chords. 

*2) Four repetitions of the two Cadence-chords, as continuation of the 
accompaniment. The first and third repetitions are slightly altered in form,and 
sound parenthetical, because the melody pauses meanwhile upon its Cadence- 
tone. The second and fourth repetitions are an exact reproduction of the 
Cadence, including the Soprano. 

%3) The Cadence is concealed by the quicker rhythm in the Soprano (bor- 
rowed from the Bass of the first measure). 

See also: MENDELSSOHN, ‘‘Songs without Words’’, No. 16, first three 
measures, and last four measures. 


(c) The reiteration of the final Tonic chord, to an optional 
extent, and in optional rhythmic and melodic form. 

The extent (number) of these reiterations can hardly be de- 
termined by rule, as this extension usually represents the last oscilla- 
tions of the swinging harmony, the ‘‘ dying out’’ of which will 
depend upon the peculiar circumstances embodied in the Phrase. 
Instinct will be the best guide. As a rule, the Cadence-tonic, in 
this case, must fall upon the firs¢ accent of the measure. For 
example: 


Moderato, 


See also: MENDELSSOHN, ‘Songs without Words’’, No. 4, first five 
measures (compare with last five measures); No. 6, last six measures; No. 8, 
last eight measures; No. 12, last twelve measures (4-measure Phrase, repeated 
and extended); No. 27, last twelve measures (illustration given in Ex, 32, 
No, 2, with reiterations of last chord); No. 31, last five measures; No. 42, last 
eleven measures (illustration given in Ex. 35, No. 2, with reiterations of final 
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Tonic-chord, and one additional final announcement of the perfect-Cadence 
chords, V-I). 


(d) A plagal cadence, of more or less elaborate character, dur- 
ing the prolongation of the final Tonic note in Soprano, or in both 
outer parts. For illustration: 


[_Extension. | 


See 29 b, 


MENDELSSOHN, No, 44. 
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See Cuoprn, Nocturne 11 (op. 37, No. 1), last five measures; during. the 
plagal extension, the major Cadence is substituted for the original minor. 
Nocturne 7 (op. 27, No.1), last eight measures ; a two-measure Phrase, repeated, 
and extendec. by a somewhat elaborate plagal ending. 


These various extensions are often applied successively to one 
and the same Phrase: see BEETHOVEN, Pfte. Sonata, op. 53, Finale 
(Rondo), measures 191 to 220 :—(an 8-measure phrase), beginning : 

re —E 
aa = 


Zhe oa 


27. The osjecr of extensions at the end of a Phrase is, to 
prevent the movement of harmony and rhythm from breaking off 
too abruptly; and the degree of momentum which the sentence 
may have acquired, must determine the propriety and extent of their 
use. Furthermore, they also serve, of course, to develop their por- 
tion of the resources of the Phrase, and are for this reason generally 
permissible. 
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EXERCISE 4. 


A number of former Phrases, or new ones, with extensions at the end, 
according to the modes of treatment described in par. 25a and 254. 


EXERCISE 5. 


The same, according to the modes of treatment described in par. 26, a, d, 
e, and d. 


3. THE ExTENSIONS AT THE BEGINNING OF A PHRASE. 


28. An extension of the Phrase at its beginning will neces- 
sarily assume the nature of an introduction; i. e., some form of 
harmony and melody which suggests (or prepares for) the initial 
member of the Phrase, and leads smoothly into it. 

The chief difficulty is, to keep such an introductory extension so 
inferior and unessential-in character, that it will not be mistaken 
for the real beginning of the Phrase. 

The necessary inferiority will be ensured if either the element 
of definite melodic or definite harmonic progression be absent, or 
obscure, during the introductory passage. 

Hence, the best form of introduction is that which is limited to 
the figure of the accompaniment, which may anticipate the announce- 
ment of the melody proper, either with or without changes of 
harmony. 

It may, however, also consist in an anticipation of the first 
figure of the melody, without accompaniment ; 

Or, in a brief one-part ‘‘Cadenza’’, leading into the latter, 
(see Ex. 31, meas. 2 and 3); 

Or, in one or more simple annunciations of the key-note (or 
Tonic harmony), or possibly both Tonic and Dominant tones, or 
chords, without definite melodic form. 

The length of the introduction is largely optional, but it will 
rarely exceed half the length of its Phrase. For example: 


x1. Andante, MENDELSSOHN, 
Tntrods. ost ocscesscnectence || Phrase. 
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2. Agitato. MENDELSSOHN. 
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CHOPIN. OP. 51. 
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6. Allegro. 


BEETHOVEN, 


7. Allegro. BEETHOVEN, 
- 


= 
—}—_——— 
—$—_——_ 


*r) In the first and second examples, the accompaniment precedes the 
Phrase-melody by a few beats, without harmonic change. 

*2) Here there is an actual chord-succession in the introduction; but it is 
derived from the accompaniment, and the entrance of the melody is conspicuous 
enough to mark the beginning of the Phrase proper. 

See also MENDELSSOHN, No. 35, first measure; No. 1, first two measures; 
No. 24, first two measures; No. 26, first three measures; No. 34, first two 
measures; No. 36, first three measures. The passage at the beginning of Nos. 
19, 29, and 46 is too long to be called an introduction to the first Phrase. (See 
par. 44 ) 

*3) The upper rests in this measure and the next one are only imaginary ; 
while the introductory passage surely does not belong to the ‘‘ Melody”’, as 
such, itis, nevertheless, the same tone-line, and leads uninterruptedly into the 
latter. 

*4) A tentative anticipation of the first figure of the Phrase-melody. 

See also BEETHOVEN, Symphony No. 1, Finale, first ten measures ; 
BRAHMS, Serenade in A, op. 16, Finale, first six measures; SCHUBERT, Pfte. 
Sonata No. 6(op. 147), Finale, first six measures. 
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4. THE EXTENSIONS IN THE CouRSE OF A PHRASE. 


29. These represent probably the most important class of 
Phrase-extensions, as they conduce more directly than those at the 
end or at the beginning, to the coherent development and growth 
of the thematic substance of the Phrase as a whole. They consist: 


(a) In one or more repetitions (exact or variated) of any wedl- 
defined member of the Phrase, anterior to the Cadence-member. 


It is manifest that all extensions of a Phrase will simply create confusion 
and lead to a misapprehension of the writer’s intention, unless they are recog- 
nizable as ‘‘extensions’’ which merely add to the sum of beats and measures 
without entirely destroying the outlines of the original (regular) Phrase, or 
cancelling the impression of a ‘“‘ regular design”’ as fixed basis of the irregu- 
larly inflated result. And, for this reason, this more misleading class of 
extensions, in the course of a Phrase, can be safely undertaken only in those 
phrases which contain strongly marked members or figures, with well-defined 
extremities, 

At any such well-defined ‘‘ joint ’’, the Phrase may be—figuratively speak- 
ing—pried apart to admit of the insertion of a repetition, sequence, or exten- 
sion of any kind (and of almost any extent); and, if sufficiently marked in 
character, the foregoing member will be readily recognized as the origin of 
the interpolated reproduction, 


For illustration : 


1, Allegro. HAYDN. 


See ae eee Ah 
ae Leer eal 


2, Andante. Extension. —————_— 
| aa 
f ee 


46 THE EXTENSIONS IN THE COURSE OF A PHRASE, Par. 29b, 


sion.> HAYDN. 


(oie eae ena 


Extension. 


+4) 


*1) Repetition of first member (first half) of Phrase, in slightly modified 
form. ‘This class of repeated Phrase-members must not be confounded with 
the illustrations of symmetrical phrase-formation given in Ex. 13, No. 2, and 
Ex. 17. There they are essential, and contribute to the 4-measure design; 
while here they are uzessential, inasmuch as they constitute extra measures, 
beyond the 4-measure design. 


*2) This extension consists in a three-fold repetition of the first figure, in 
alternating upper and lower registers. 


*3) A sequence of the second.figure, as in Ex. 4o. If these two extensions 
be cut out, a perfectly coherent 2-measure Phrase (the original design) will 
remain. This is sometimes the case, but xo¢ necessarily so. 


*4) A curiously modified version of the first Phrase-member. This exten- 
sion, also, might be eliminated, leaving a regular 4-measure design. 


(b) In one or more sequences (exact or modified) of any wedd- 
defined member of the Phrase. For example: 


1. Presto. 
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2. Allegro. —_ 
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*1) A sequence of the second measure (figure) of the Phrase. 

*2) A sequence of the second Phrase-member (or figure) in slightly modi- 
fied form. 

*2) A sequence of the first member. 

*4) Sequence of the second member. As already intimated (Ex. 39, notes 
*3) and *4)), these extensions are often so adjusted to the line of development, 
that the members of the original 4-measure Phrase may be discovered in 
coherent form without them. This, however, is by no means necessary; it is 
somewhat more likely that the interlined extensions will involve alterations of 
the original melodic design; or, better still, they will be so naturally inter- 
woven with the texture of the Phrase as to affect, and even direct (appar- 
ently) its current. But see the remark following 29a. 

*s5) Two sequences of the first member (five beats in length, and, therefore, 
recurring in shifted measure) 

*6) Two sequences of the second member(three beats) in modified rhythmic 
form. 


The number of sequences or repetitions thus introduced in the 
course of a Phrase depends upon circumstances, and can scarcely be 
determined by rule. Smaller members or figures are usually repro- 
duced a greater number of times than larger ones; and sequences 
may, without risk of monotony, be multiplied oftener than repeti- 
tions. 

More than one single exact repetition is hardly permissible; in 
the event of two repetitions, the last one (the third version of the 
member) szust be modified. 

As a general rule, more than three successive sequences are 
considered weak; still, series of four (and even many more) se- 
quences may be found in works of eminent rank; especially when 
consisting of smaller figures or members. 

The student must appeal to his instinct and sense of proportion 
and balance, and carefully avoid Monotony on the one hand and 
Irregularity or Unevenness on the other. 


(c) In the expansion of any prominent chord; or of any im- 
portant (prominent) melody-tone; or melodic figure (of two or 
three tones), 


This is probably most frequently and most extensively applied 
to the Zonic § chord (I,) which almost always appears directly 
before the two Perfect-cadence chords, usually on a strong accent 
(see par. 6). This special example of chord-expansion as extension 
in the course of a simple Phrase, becomes the prototype of the more 
or less elaborate ‘‘ Cadenza’’ in Concerto-movements. The conduct 
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of the upper parts (especially that of the melody proper) during 
the prolongation of the chord, is largely optional; but it is obvious 
that it should be in strict thematic (or, at least, organic) agreement 
with the rest of the Phrase, and not create the impression of a 
foreign link. The rhythm may be treated with great freedom. 

Frequently the dasstone alone of the I, is prolonged as organ- 
point, while the upper tone-lines sway about in optional har- 
monic succession, either returning to the I, or passing into the V 
of the Cadence. In this case the I, should appear on a strong accent. 

But the expansion may also be applied to the Dominant chord 
which precedes the final Tonic as first of the two Perfect-cadence 
chords. 

And it is furthermore applicable to axy other chord, or chords, 
in the Phrase, if they be of sufficient value and prominence to 
warrant the expansion. For illustration: 


1. Moderato. | 
mn = NEES ris le 
gp es a Eee ee 
ae: —— if 
crese. be Fad be 2g i 


rf: lo MenpeEtssoun. No, 4. 


I, expanded see te eer | Tr t 


2. Allegretto. 


I, (expanded passtone.).......+ 
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MEnpDELssoHN. No, 42. 


a —— ie 
ae Saal 


*3) 
——_—_—_——_ 


eee 


7 + 
Be bocoho JoP Seceacockce COtSthOn Aen sEcnesos Whexpanded?..; ssnssetecsned 4 ° 
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———— a _ BraHMs 


SS 


5 Larghetio. Cuorin, Op. 27—1. 


(Expanded form.) 


*r) The expansion of the Tonic ¢ chord enlarges the Phrase from its 
original four measures to five. 

*2) It is left to the student to discover how ingeniously this long expansion 
of the Dominant-note in bass (as Is) is interwoven, in the upper parts, with the 
thematic structure of the 4-measure Phrase. 
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*3) An expansion of the Cadence Dominant chord, which serves to coun- 
terbalance the foregoing expansion. 

*4) A long expansion of the Cadence Dominant chord. See also Men- 
DELSSOHN, ‘‘Songs without Words”’, No. 2, last ten measures; No. 33, last 
five-and-one-half measures; No. 31, last eleven measures (particularly meas. 9-6 
from the end); and also Ex. 59, meas. 11-12. 

*5) This exquisite example of BRAHMS (op. 79, No.1) contains several of 
the above-mentioned extensions: at first, a sequence of the first Phrase-mem- 
ber. At *6) an expansion of the Tonic $, with richly modified melodic 
repetitions (three measures). At *7) the Cadence is due; it is concealed by 
continuing the rhythmic pulse in the inner part (imitating the Cadence- 
member in soprano); and is followed by two repetitions of the Cadence- 
member. At *8) the final Cadence-chord is reiterated. 

*9) The expansion of this melody-tone extends the 4-measure Phrase to 
five measures. 

*1o0) The melody-tone a is expanded from a half-measure to a whole one. 
See Ex. 62, note *3). A remarkable illustration of chord-expansion will be 
found in BEETHOVEN, Pfte. Sonata, op. 57, meas. 17-24 (beginning, as usual, to 
count at the first complete measure). BEETH. Bagat. op. 33, No.5, last 19 m, 

See also: Cuopin, Pfte. Sonata Bp-minor, Trio of Scherzo, first, second, 
and third Phrases (expansion of final melody-tone); Cuoprn, Prel., op. 28, No. 
2, first and second Phrases (ditto), CHOPIN, Prel., op. 28, No. 12, meas. 49-65 
(expanded II’, meas. 57-63). Also Ex. 42, meas. 3 and 4. 


N. B. It is scarcely possible to overestimate the significance 
of ‘‘Expansion’’ as a factor of composition. The principle of 
expansion lies, in a certain broad sense, at the very root of the 
entire art-growth, which carries along the germinal thought and 
enlarges the raw harmonic material from one stage on into another 
and higher stage, until the broadest development of the original 
idea has been consummated. The larger (i.e., longer) forms which 
are to follow the Phrase, will be found to be not altogether the 
results of addition, but also of deduction and evolution ; not a 
multiplication of the chords contained in the smaller design, but 
these same chord-progressions expanded or magnified into broader 
dimensions. Thus, the primary succession I, IV, V, I, which might 
be the simple dcazs in a 4/4 measure, could become the four succes- 
sive measures of a Phrase; or they might be expanded into four 
successive sections (at least in a general sense) of a still larger 
design; andsoon. An illustration of this is found in Example 5, 
in which the harmonic basis of the four measures 1s, approximately, 
the very chords I, IV, V, I suggested above. See also Example 10, 
where the harmonic basis of eight measures is limited to no more than 
three chord-elements; and Example 7a, embracing only I, V, 1; 
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and Example 74, the eight measures of which contain no other 
chord-progressions than I| V|I| V,1I| V|V|V,IJ|IV, V, Ij 
(the last four approximated). This emphasizes the importance of 
the advice given in par. 5, and in Exercise 2, ‘‘ to use as few chords 
as possible’’. 

(d) In the substitution of a new Cadence-member for the 
original one, or the addition of a new Cadence-member, when 
involved by foregoing extensions. 

After such extensions, in the course of the Phrase, as may 
diverge widely from the original thematic line, or lead quite away 
from the original (or expected) approach to the Cadence, it is often 
necessary to invent an entirely zew Cadence-member. Its extent 
will depend upon where the ultimate cadential impression is required, 
irrespective of the aggregate number of measures. 

It is evident that, while new, it must, nevertheless, be strictly 


coherent, and thematically homogeneous. For illustration : 
1. Andante, J 
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2. Andante. Cad, = 
— é 
p fe: @_: aes 
2 - — e -0-@ — 
2 ee eseeese= 253 
—_ : 
Original form: 2 22sc- series pore nae eee eo ee ne wee eel eee eee || Repeated 


foe ————— 


Roe 
a ie 


*r) These two measures are an expansion of the chord c-e-g-b; the 
Soprano is thematically related to the c at the beginning of the 5th measure, 
of which it is an anticipatory expansion. *2) The two half-notes are expanded 
quarter-notes (half-measure expanded to whole measure). *3) The perfect 
Cadence is due on this beat (see two measures later); it is evaded by a 
Sequence of the foregoing measure. *4) The ‘‘new Cadence-member’’. It 
cannot be called a new ‘‘ Phrase ’’, not only because of its brevity, but because 
no actual Cadence has preceded it, to terminate the current Phrase. Itis‘‘new’’, 
however, inasmuch as it differs almost entirely from the original Cadence- 
member (in meas. 5-6). 5) The digression begins with this cf, which enhar- 
monically represents the original dp. The three following measures are 
a repetition and expansion of the first melodic figure in measure 3. 

*6) The ‘‘ new Cadence-member’”’; see note *4). 

*7) A curious suppression of the Cadence-tonic in the highest part. Its 
place is filled by the keynote in Bass. 


SO, The extension of a Phrase during its course, as above 
shown, is rarely, if ever, undertaken at the very beginning of a 
composition (i. e., with the frst Phrase or upon the first appear- 
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ance of a Phrase). It is often very appropriately applied to the 
repetition of a Phrase, as a means of modifying the second version 
(see 19); and it may be introduced in any of the Ja¢er phrases of a 
section of the form. It is of peculiar value in the construction of 
transitional passages and Phrases, as will be seen in due time. 


EXERCISE 6. 


Former Phrases, or new ones, with extensions at the beginning (par. 28); 

And in the course, according to 29 a@and 6. Inthe latter case the Phrase 
is first to be written out (at least the Melody) in its original regular form, and 
then extended (about as in Ex. 42, No. 2). 


EXERCISE 7. 


Extensions in the course, according to par. 29c and d. The Phrases are 
first to be written out in regular form, and then extended. 


CHAPTER IV. 


THE CHAIN-PHRASE. MELODY-EXPANSION. 
IRREGULAR PHRASE-FORMATION. 


31. The extensions in the course of the Phrasé, particularly 
the repetitions and seguences (par. 29 a and 4) of small motives 
and figures, are sometimes multiplied in such a manner and to such 
a degree as to give rise to an irregular design, for which the term 
‘‘ Chain-phrase’’ may most appropriately be adopted, inasmuch as 
the successive members assume the character of continuous small 
links, in a chain of arbitrary form and extent. It can scarcely be 
regarded as a legitimate design, for it is the type of formlessness, 
and is, therefore, beset with dangers for the beginner. But, if 
coherently developed, it is justifiable, and is often extremely effec- 
tive in the service of necessary climaxes; and also in transitional 
sections, which tend persistently during many measures toward a 
desired point, in uninterrupted career. 

The impression of a Cadence must be scrupulously avoided, as 
it would separate the ‘‘chain’’ of thematic links into a ‘‘ group” 
of distinct Phrases. 
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And a certain reasonable limit must, of course, be observed. 


For illustration : 


Pe ey 


Bzzrxovex. Op. 72. 
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MeENDELSSuHN. No. 10. 


*1) The original 4-measure Phrase extends to this beat. The thirteen 
# fourteen measures which follcw are all forged, like so many “links’’, out 
of the second half of the Phrase, chiefly out of the figure contained in its third 
neasure. 

*2) The ‘‘links’’ of the Chain-phrase are here derived from the second and 
third notes of the second measure of the original Phrase, and are reproduced 
sequentially, at first in groups of three, and finally in progressive ascending 
succession. 

*3) This measure corresponds exactly to the original second measure. 

*4) This example embraces no less than twenty measures (including the 
original Phrase and its repetition), all developed out of a brief 4-measure 
Phrase, and so interlocked as to avoid a cadential impression at any point inthe 
course of the Chain-phrase. 

See also Ex. 56, first thirteen measures. Ex. 85, meas. 9-19. 

See also: MENDELSSOHN, ‘‘Songs without Words’’, No. 2, meas. 35-20 
from the end; No. 14, last ten measures; No. 17, end of meas. 28 to meas. 35; 
No. 23, meas. 21-10 from the end; No. 45, meas. 24-12 from the end. 
BEETHOVEN, Pfte. Sonata, op. 31, No. 3, first movement, meas. 34-19 from 
the end. BEETHOVEN, Pfte. Sonata, op. 28, first movement, meas. 57-94 
from the double-bar (thirty-eight measures long, and preceded by a similar 
Chain-phrase of sixteen measures). SCHUBERT, Pfte. Sonata No. 7, (op. 164) 
first movement, meas, 16-27; Finale, meas. 71-94. BRAHMS, Op. I19, No. 3, 
last 22 measures. 


MELODY—EXPANSION. 


32. A simple brief Phrase, or Phrase-member, may be utilized 
asa thematic germ, and be developed, by means of repetition and 
tone-expansion, into a melodic thread of considerable length. This 
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process differs from that employed for the Chain-phrase, in that, 
as a rule, it does not involve the ‘‘ sequence ’’, nor the necessity of 
avoiding slight cadence-impressions in the course of the entire 
expansion. It is most commonly, though by no means exclusively, 
encountered in the closing sections (Codettas, see par. 51) of larger 
forms, where the gradual enlargement of a foregoing thematic 
member accords well with the gradual relaxation of the rhythmic 
and harmonic momentum. It is cited here more by way of illus- 
trating a resource of great future value, than for special exercise by 
the student, at this point. For aa 


1. Andante. | a. 


No ween mere See res: 


Original form. ——— irs Expanded form (at end of 


MENDELSSOHN, No, 37. 


cr" i ee eee" mt O 


Original form. 
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| a, MENDELSSOHN. No. 7. | 


Original form. SS | ne | etc. 


SSS SS ss 


Expanded form, 


4 MenpgsLssoun. No, 24, 


5. Andante. 


eet Ls ee ae | fat conan a 
(aoe SS ee Bee 
b. ral etc. 


Expanded form. 


Original form. 
[ b. sequence of a. | sequence of b. fa 


eer 


Braums. *3) . 


*r) The pupil is expected to refer to each ‘Song without Words”’ indicated 
by number, and to examine, carefully, the entire harmonic equipment (which 
is of very great importance), and the general surroundings. The extracts 
given will all be easily found, near the end of the number. 

*2) These three tones are apparently a gratuitous insertion, but they 
relate, as a kind of sequential anticipation, to the figure marked ‘‘a’’. 

*3) Third Symphony, azdante movement, near the end. The relation of 
figure ‘‘c’”’ to figure ‘‘a’’ must not be overlooked. 


IRREGULAR PHRASE-FORMATION. 

338. It is sufficiently obvious that the. modes of extension and 
development explained in par. 24-32 are liable to impart an irregular 
metric design to the original regular 4-measure Phrase (as regards 
the aggregate number of measures). 
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But it is also possible that the original conception of a Phrase 
may assume an irregular dimension, namely: a length of 3, 5, 6, 7, 
g measures; and examples of this kind are by no means rare. 

The irregularity results either from reaching the Cadence a 
measure too soon, and then simply omitting the following (legiti- 
mate Cadence-) measure, in order to relieve the Cadence of unneces- 
sary weight; this accounts for the majority of 3-measure and 7- 
measure Phrases ; 

Or the irregularity results from an unequal association of 
melodic members. For illustration: 


1. Andante. 


(a 


3-measure Phrase. *1 


MENDELSSOHN. No. 40. 


evai, Repetition. 


2. Allegro. 
~ Ee 
3-measure Phrase. *2) Sequence. 
3. Adagio. SCHUBERT, 


EE RT BE eRe ET =S 
a = aaaree = 
5-measure Phrase, *3) 


La BEETHOVEN, 
4. Largo. a 


SiS Speers eee 


5-measure Plirase, *4) 


5. Allegro. 


6-measure Phrase, *5) 


A ysl retto, 


Sahl a is 


i measure Phrase, *6) 
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7-measure Phrase. *7) 


Menpetssoun. No. 12 


*r) This is a somewhat unusual specimen of a Phrase of three large 
measures in slow tempo. The 3-measure Pkrase is quite frequently merely a 
magnified example of the triple-measwre, each beat corresponding to an entire 
measure; and when this is the case it is most common and most intelligible in 
rapid tempo, and generally appears in groups of at least two or more Phrases. 
See BeETHoveN, Symphony No. 9, second movement, twenty-seven meas- 
ures from the first repeat (ritmo di tre battufe). MENDELSSOHN, “Songs without 
Words*’, No. 9, first three measures; No. 16, first three measures. SCHUBERT, 
** Winterreise *’, No. 18, first three measures. 

*2) 3-measure Phrase in more animated rhythm, and followed by a se- 
quence. Compare Note *1). 

*3) This 5-measure Phrase results from the union of one 2-measure with 
one 3-measure member. 

*4) The 5-measure dimension might be accounted for, in this case, as the 
result of a modified repetition of the first measure,—i. e., regarding the second 
measure as superfluous; compare with Ex. 39, note *r), in which there is no 
doubt about the ws#essentia/ nature of the extra measures. It appears probable, 
however, that this second measure is essential. See also BEETHOVEN, Pite. 
Sonata, op. 27, No. 2, first five measures. SCHUBERT, ‘‘Winterreise’’, first 
five measures of Nos. 15, 19, 20. 

*5) A 6-measure Phrase, consisting of three members of two measures each. 
See “‘ God Save the King ’’, first six measures. 

*6) Two members of three measures each. See also BEETHOVEN, Pite. 
Sonata, op. 26, last movement, first six measures. 

*7) This Phrase aggregates only seven measures, simply because the 
Cadence-tonic falls prematurely (in the seventh measure) and is not held 
throughout the eighth measure. Compare with meas. 15-22 of the same 
‘Song without Words’”’; and see “Song without Words **, No. 6, first seven 
measures. 


MISCELLANEOUS EXAMPLES OF PHRASE-EXTENSION. 


BEETHOVEN, Pfte. Sonata, op. 31, No. 1, Adagio, last twelve measures 
(2-measure Phrase). 

BEETHOYEN, Pite. Sonata, op. 28, Frxa/e, last eighteen measures (q-meas- 
ure Phrase). 

BEETHOVEN, Pfte. Sonata, op. 28, Finale, meas. 29-43 (Phrase repeated 
and extended). 

BEETHOVEN, Pfte. Sonata, op. 2. No. 2. Largo, meas, 13-19. 
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Haypn, Pfte. Sonata, No. 14 (Cotta ed.), Adagio, last fifteen measures. 


Me es SoS NOM; (ee ‘« ), first eight-and-one-quarter meas- 
ures. 
BEETHOVEN, Pfte. Sonata, op. 10, No. 3, Largo, meas. 17-26 (Phrase re- 
peated and extended). 
BEETHOVEN, Pfte. Sonata, op. 14, No. 2, Finale, last eighteen measures, 
tt oe “op. 26, Finale, meas, 324-48 (4-measure Phrase, 
each half several times repeated). 
BEETHOVEN, Pfte. Sonata, op. 101, Finale, last fifteen measures. 


EXERCISE 8. 


Former Phrases of 4-measures, with a repetition expanded into Chain- 
phrase form. A few experiments in the process of Melody-expansion and in 
Irregular Phrase-formation may also be made. 


CHAPTER V. 
THE PERIOD-FORM. 


34. The Period consists in the union of Two PHRASES, 
extending consequently, when regular, through eight ordinary 
measures in ordinary moderate tempo. But see par, 1. 


35. The first of the two Phrases, called the ANTECEDENT 
Phrase, begins with the Tonic chord, as a rule; 

But it does not end with the perfect Cadence like the simple 
Phrase, because such a Cadence would completely finish the Phrase, 
and render the addition of a companion-phrase, in coherent (un- 
broken) succession, not only impracticable but unnecessary. (See 
par. 20.) 

The Cadence of the Antecedent Phrase must, therefore, be 
made in such a manner as only partially to check the harmonic and 
melodic current. Such comparatively lighter interruptions are 
called SEMICADENCES. 


36. The harmonic form of the Semicadence may be best 
defined negatively, as ‘‘any chord-association (with cadential 
effect) which is zo¢ the perfect Cadence’’ (see par. 3). 
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The most common and natural Semicadence for an Antecedent 
Phrase is obtained by resting, at the prescribed accent, upon some 
Dominant chord, usually as concord, but occasionally in one of its 
discord-forms; this Cadence-dominant may be approached through 
any convenient chord (see Ex, 46, Nos. 1 and 3; Ex. 47, Nos. 2 
and 3). 

But the Semicadence may also fall upon a Tonic chord, on 
condition that its root does not appear in either outer part in such 
prominence as to suggest the perfect Cadence (especially when the 
Tonic is preceded by a Dominant chord) ; 

Or, more rarely, upon the triad VI, the Relative of the I (see 
Ex. 48, Nos. 2 and 3; Ex. 60). 

Or it may fall upon a Subdominant chord (IV or II), though 
this is rarely the case (Ex. 46, No. 2). 

Or the Antecedent Phrase may modulate, so as to end upon 
some chord (usually the I) of a next-related key, in the following 
order of preference: 


Upon the I of the Dominant key ; 

Upon the I or V of the Relative key; 

Upon the I of the Dominant-relative key ; 

Upon the I (rarely the V) of the Subdominant-relative key ; 


More rarely upon the I of the Subdominant key. (Ex. 47, 
No. 1; Ex. 48, No. 1; Ex. 59; Ex. 68,—first Cadence of each.) 

As regards the location and rhythmic treatment of the Semi- 
cadence, see par. 3 and 4; and Ex. 46, note *r). 


37. The harmonic and melodic character of an Antecedent 
Phrase, while necessarily conforming to the directions given in 
paragraphs 5, 8-12, will naturally be influenced to a certain extent 
by the altered condition of the Cadence; and, asa rule, the choice 
of Semicadence-chord should be more or less definitely determined 
beforehand, as the aim toward which the current of the Phrase 
will tend. 

It is at least certain that the less decisive nature of a semi- 
cadence imparts a corresponding unfinished (conditional or inter- 
rogative) character to the Antecedent Phrase, and renders it 
dependent upon its following companion for completion and 
counterbalance. It is a thesis, dependent upon its antithesis; a 
Question, awaiting its Answer. 


64 THE PARALLEL CONSTRUCTION, Par, 39a. 


38. The second of the two Phrases in the Period-form is 
called the ConsEquENT Phrase. It begins with amy chord, or 
key, which is reasonably adjustable to the preceding semicadence- 
chord; and it ends with the perfect Cadence, in the manner de- 
scribed in paragraphs 3, 4, 6. 

Viewed in its metric aspect, the Consequent Phrase is, when 
regular, exactly similar in length to its Antecedent; and both its 
beginning and its cadence usually correspond (as to their location 
in the measure) to beginning and cadence of the Antecedent Phrase. 


39. Viewed in its Metopic aspect, the Consequent Phrase 
must, obviously, preserve close relationship with its’ Antecedent, 
though absolute corroboration is not obligatory. 

The Period-form may (and doubtless should) be regarded as a magnified 
Phrase, whereby the ‘‘figures’? have grown into ‘‘members’’, and the 
‘“members’’ into complete ‘‘ Phrases’’; and the ‘* quarter-cadence’”’ (par. 8) 
between the phrase-members has developed into a ‘‘semicadence’’?, From 
this point of view, the metric conditions illustrated in Examples 12 and 13, 
and emphasized in paragraph 12, also apply, though in a broacter sense, to the 
simple Period-form. 


The following distinctions influence, and possibly govern, the 
melodic structure of the Consequent Phrase : 


(a) THE ParaLLeL ConstTRUCTION, 


In this form, the melody of the Consequent-phrase more or less 
exactly corresponds to that of the Antecedent ; sometimes so closely 
that it is prevented from being actual Phrase-repetition (the form 
out of which the ‘‘ parallel Period’’ is evolved) only by the neces- 
sary distinction in the formation of the two Cadences, namely, the 
Semicadence of the Antecedent, and the perfect Cadence of the 
Consequent, which, of course, must essentially differ from each 
other, in order to constitute the Period-relation. Compare para- 
graph 21, This is the primary and most natural variety of the 
Period-designs. 

Usually, however, the similarity between Antecedent and Con- 
sequent is less pronounced, and often only a general resemblance 
exists. 

In some cases the parallelism is established by constructing the 
Consequent Phrase as sequence (partial or entire) of the Ante- 
cedent, For illustration : 
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1. Allegretto, 
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BVA mmr re <—_— oor oreo oer oo 


2S ese ae 


3. Allegretto. Semi- 
a _ ————_—————_—— 


Antecedent Phrase, ? 


FoLxk-sonc. 


Consequent Phrase. 


*1) The Semicadence rests upon the Dominant concord, which falls upon 
the first beat of the Cadence-measure, and is projected into the second beat. 
The rhythmic pulse is continued, exactly in conformity with the principles 
which govern the ‘‘concealed cadence’? (par. 18, which see). The necessity 
of thus ‘‘ bridging over’’ the cadence-space between the two Phrases, is owing 
chiefly to the momentum of the accompanying figuration—a factor which 
never ceases its motion during any transient cadence, and usually impels itself 
even beyond the final perfect Cadence. But it is generaily desirable, even in 
the absence of a figural part, to connect the Phrases as clovely as is compatible 
with a perfectly unmistakable cadence-impression., After this latter condition 
has been fulfilled, it is not even necessary to remain any longer within the 
semicadence-chord. This is illustrated by the notes in small type which 
occupy the last fractions of the 2nd beat. 
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*2) The Consequent Phrase is a literal reproduction of the Antecedent, 
only excepting the very last chord, which, being the Tonic, constitutes a per- 
fect cadence, and establishes the indispensable condition of opposition to the 
Antecedent Phrase. See again par. 21. 

*3) This Period begins upon the Subdominant harmony, in consequence 
of occurring in the course of a larger composition. 

%4) The Semicadence also rests upon the Subdominant, and, therefore, 
leads over very smoothly into the Consequent Phrase, which is identical with 
the Antecedent (excepting changes in register and rhythm) up to the penulti- 
mate chord. 

*5) The Semicadence rests upon the Dominant harmony, and the rhythm 
is completely checked, as is most customary and appropriate in music of such 
a simple character. For further examples of the Period of preponderantly 
parallel construction, see MENDELSSOHN, ‘‘ Songs Without Words,”’ No. 28, 
meas. 5-I2, and meas. 13-20 (imperfect Cadence) ; No. 29, meas. 5-12; No. 35, 
meas, 6-13; No. 22, meas, 10-17 (imperfect Cadence). Ex. 49 (of this book), 
first four measures; Ex. 55; Ex. 72, first eight measures; Ex. 73, meas. 1-8; 
Ex. 75, meas. 1-8; Ex. 84, meas. 1-8; Ex. 85, meas. 1-8. 

Furthermore, BEETHOVEN, Rondo, op. 51, No. 1, meas. 1-8; 

BEETHOVEN, Pfte. Sonata, op. 27, No. 1, Finale, meas. 1-8; 

BEETHOVEN, Pfte. Sonata, op. 10, No.3, Menuetto, meas. 1-16; 

Braums, Symphony I, last movement (Ad/erro), meas. 1-8. 

ScHUMANN, Jugend-Album, op. 68, No. 23 (‘‘Reiterstiick’’), 
first 8 measures; prevented from being a ‘‘ repeated 
Phrase” by very last tone only. 


(b) Tue Orrosirz Construction. 


In this variety of the Period-form, the melody of the Conse- 
quent Phrase pursues largely or entirely the direction opposite to 
the melodic progressions of the Antecedent. 


It can scarcely be claimed that this isa natural or spontaneous mode of 
construction, for it is based upon a process which is largely mechanical, and 
may result, when applied too strictly, in constrained and unmelodious tone- 
lines. But it represents the same resource of thematic development as the 
“Imitation in Contrary motion’’ in the Polyphonic forms, and is of value to 
the student because of its suggestiveness. In Homophonic composition its 
occurrence is rare. 


Occasionally the delineation of the Antecedent Phrase is almost, 
or quite, literally thus inverted in the Consequent ; but usually only 
the general melodic drift, or a few of the more striking members, 
reappear in the opposite direction. For example: 
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= a cae : 3 


2. Moderato. Semi-cad. y *3) 
#2) 


fs fv Consequent. 


= — ry Haypn, 
43 4 


*1) The Semicadence rests upon the I of the Dominant key (with major 
3rd, i.e., the ‘‘ modulatory Stride’’). The Consequent Phrase-melody is (in- 
tentionally) the diteyal contrary direction of the Antecedent melody, from 
beginning to end. 
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*2) This is by far the best and most common of all the forms of the Semi- 
cadence, viz.: the V, preceded by the accented I in $ inversion. The latter 
(the I:) precedes the actual Cadence-chord (V) as embellishment (‘‘ appog- 
giatura’’), and fulfils chiefly the important purpose of ‘‘ bridging over’’ the 
cadence-space (Ex. 46, note *1) ). 

*3) The opposite direction of the Antecedent melody is maintained 
through about one-half of the Consequent Phrase, only excepting the prelim- 
inary tones. 

*4) Here the general drift of the Antecedent (more especially of the ac- 
companying harmonies) is reversed in the Consequent. This is also the case 
in MENDELSSOHN, No. 45, first eight measures. See also Ex. 54. 

See also : HuMMEL, Pfte. Sonata, op. 13, Adagio, first eight measures; and 
Finale, first eight measures, 


(Cc) THE ContrasTiInG ConsTRUCTION. 


This variety of the Period-form is characterized by the absence 
of such parallel traits (in the same, or in the opposite, direction) as 
those explained above. The principle of ‘‘contrast’’ prevails, 
though not necessarily to the utter exclusion of parallel figures. 


As has already been intimated, these three distinctions are to be accepted 
and applied more in a general sense, than in strict detail. The Consequent 
Phrase of a Period may reveal traces of all three varieties of construction, 
without belonging distinctly to either class; and probably the majority of 
Periods will be defined as ‘‘ contrasting’? construction, merely because suffi- 
cient evidence of parallel or opposite construction is wanting. 


The ‘‘contrast’’ is generally limited to the melody (i. e.,the 
THEMATIC element), and is rarely extended to the style, rhythm 
and general character (i. e., the FORMATIVE elements). 

Hence the rule, for comparatively small forms, that while 
thematic contrast is permissible and necessary to a certain degree, 
formative relation must be preserved. For illustration: 


1. Moderato, 
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- quent. 


*r The Semicadence rests upon the Dominant of the relative key, and 
obtains its cadential effect through the purely artificial pause (~\), which 
marks the otherwise vague point of rest. There is not a single point of 
melodic resemblance between the two Phrases. And the Consequent begins 
(unlike the Antecedent )upon a preliminary beat. 

*2) Semicadence rests upon the Tonic triad, but with its Fifth in Soprano, 
The contrast between the two Phrases is here unusually marked. 

*2) Tonic Semicadence, with Third in Soprano. The contrast is distinct, 
though traces of parallelism exist. 

See also Ex. 44, No. 2 (probably a 4-measure Period) ; Ex. 52; Ex. 53, 
meas. 1-8; Ex. 60, meas. 1-8; Ex. 61, meas. 1-8; Ex. 71, each Part; Ex. 89, 
meas. 1-8. MENDELSSOHN, ‘‘Songs without Words’’, No. 9, meas. 3 (2d 
half )-7; No. 48, meas. 1-4. BEETHOVEN, Symphony IV, Adagio, meas. 2-9. 


VARIETY AND UNITY. 


40. Among the most vital and ever urgent conditions and 
demands of perfect artistic creation are those of Variety and 
Unity,— variety in unity, and unity in variety. Though the con- 
dition of unity appeals first in order to our consciousness, that of 
variety is of at least equal (ultimately of even greater) importance; 


Par. 40. VARIETY AND UNITY. Te 


and each asserts its claims with equal emphasis. These two 
opposing forces are therefore incessantly at work in every creative 
process, and the skill of the master is displayed in so directing 
them that the most just balance is preserved between them. 

The condition of Unity dictates all the methods by which 
fundamental regularity, concentration, agreement and corrobora- 
tion are obtained; these methods are: 

The metrical arrangement of equal beats in equal measures 
and sums of measures ; 

The adherence to a central tonality ; 

The usual agreement of component members (Exs. 17 and 18; 
par. 38, 39@ and 4); 

All repetitions, sequences and imitations (par. 19). 

The condition of Varigty dictates all the methods by which 
this fundamental regularity is divested of its monotony and 
fatiguing effect, and by which a judicious degree of grace and 
contrast may be gained; these methods are: 

The modification of the rhythmic measure by use of longer 
and shorter tones; 

The modulatory movements around the tonal center, 

The alterations of register (par. 19c),— of style (19d¢),— of 
dynamic effect, within the same regular harmonic limits; 

The sequence itself (as distinguished from exact repetition) ; 

All unessential modifications (Ex. 19; Exs. 26-30), which 
sustain interest without jeopardizing the condition of unity, by too 
effectually disguising the necessary thematic and formative agree- 
ment. 

The impossibility of formulating accurate rules for obtaining this ‘‘ Variety 
in Unity’’ is clearly manifest. It is simply to be borne in mind by the 


student, and will thus exert a moulding influence upon his musical views and 
habits. 


EXERCISE 9. 


Invent a number of Periods, of diversified character and design, chiefly 
8 measures in length. Alternate regularly between the major and the minor 
modes; employ the different varieties of duple and triple time, and the differ- 
ent grades of tempo (from Adagio to Presto). Exemplify the various forms 
of construction (parallel, opposite, contrasting). 

Work toward the Cadence during each Phrase, and from Cadence to 
Cadence. Make both Semicadence and perfect Cadence sufficiently distinct, 
avoid, as beginner, vague forms of all cadences; all concealing or bridging- 
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over of the Semicadence must be effected with strict consideration of a per- 
fectly definite cadential impression. 

Endeavor to preserve distinct melodic character; let there be a strong, 
prominent and centinuous melodic line in some part or other (chiefly in 
Soprano) always. 

In other words, the ‘‘tune” (‘‘air’’, ‘‘cantilena*’) should always be 
conspicuously the dominating purpose, no matter what the style or tempo is. 

Next in importance to this is the leading of the Bass part, which should 
be as smooth and melodious as possible, and should be sketched against the 
Melody alone before the inner parts are added. See also the N. B. on page 52. 


CHAPTER VI. 


THE DEVELOPMENT OR EXTENSION OF THE 
PERIOD-FORM. 


41. The modes of extension explained in Chapter III are 
applied to the Period in the same general manner as to the Phrase, 
though on a correspondingly broader scale. 

As usual, the principal factor is that of repetition, which may 
be applied to the entire Period bodily, or to either or both of its 
Phrases separately. 


1. THE REPETITION OF THE ENTIRE PERIOD-FORM. 


The Period may be repeated /iterally, without any other 
changes than those involved by concealing or bridging-over the 
perfect Cadence, before repetition. See pars. 18 and 21. 

But here again it is far more usual and desirable to introduce 
unessential modifications, during the repetition, corresponding to 
the modes of manipulation described in paragraph 192, 4, c, d, e— 
which review. For illustration: 


Alegro. — —_—_— * | ~ ols 
_—_— + 
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| | Repetition. 
ee 


*r) Neither Semicadence nor perfect Cadence requires any bridging- 
over, in this instance, because the ‘‘space’’ is reduced by the beginning of 
each Phrase three beats in advance of the primary accent. 

*2) The modifications during the repetition consist in shifting the melody 
down an octave, and altering the style of the accompaniment; (also in the 
dynamic change from ## to g; and a change in orchestration—see later). 

See also: MENDELSSOHN, ‘‘Songs without Words’’, No.9, meas. 3 (2nd 
half)-11; No. 27, meas. 5-20; No. 29, meas. 4 (2nd half)-21,—one measure of 
interlude between Period and its repetition, as in Ex. 31. 

BEETHOVEN, Symphony IV, Adagio, meas. 2-17; Pfte. Sonata, op. 13, 
Adagio, meas. 1-16. Pfte. Sonata, op. 28, Scherzo, first thirty-two measures 
(large 16-measure Peyiod, repeated), 

CuHopPIn, Prel. op. 28, No. 19, meas. 23-7 from the end. Prel. op. 28, No. 
21, meas, 17-32. 

ScHUBERT, Impromptu, op. 90, No. 2, first twenty-four measures (two 
repetitions). 


2. THE REPETITION OF THE CONSEQUENT PHRASE. 


42. In case either of the two Phrases of the Period-form is 
to be repeated alone, it is much more likely to be the Consequent 
than the Antecedent. This corresponds to the repetition of the 
second half of a Phrase, defined in paragraph 25a. 

The repetition may be, as usual, exact or modified,— generally 
the latter (par. 19). 

The treatment of the perfect Cadence, before the repetition 
of the Consequent, must conform precisely to the conditions 
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explained in 18 and 21, which review; i. e., the Cadence may be 
bridged over, but must not be completely evaded, by any essential 
change of harmony. For illustration: 


Adag.o molio. 


*r1) The perfect Cadence, due at this accent, is concealed by passing on 
chromatically in Soprano into the chord-Third; and the space is bridged over 
by continuing the chromatic succession directly into the first tone of the 
(repeated) Consequent. 

*2) Compare this measure with measure 7, and observe how the very same 
melodic figure is here manipulated, in order to obtain an earlier and stronger 
cadence-impression. 

See also: MENDELSSOHN, ‘‘ Songs without Words’’, No. 14, meas. 17-28 
from first double-bar; No. 19, meas. 24 (2nd half)-30. 

BEETHOVEN, Pfte. Sonata, op. 2, No. 3, first twelve (13) measures (slightly 
expanded cadence). 

Cuoprn, Prel. op. 28, No. 20, entire. 
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3- THE REPETITION OF THE ANTECEDENT PHRASE, OR OF 
BOTH ANTECEDENT AND CONSEQUENT. 


43. As already stated, the repeated Antecedent is of far more 
rare occurrence than the repeated Consequent. It is most likely to 
appear in connection with the latter, 1. e., each Phrase separately 
repeated. 

The treatment of the Cadences must conform, here again, to 
the rules given in paragraph 21. For example: 
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2. Presto. 


Sam th} 


G0 x 
vos f 


ie = ae Sas a eres 
(ieee roe =a 


v | 
Accompaniment simile. ... I 
Consequent. 
pen el Sere A Sate ae 2 
ri 3 e $ o—s [a 
= SES Se ar oor ee 
*4) I 
: ‘ 
5 + 
SS 
prarit 4 see + © on (ce ee 
*5) Repetition of Consequent. 


MENDELSSOHN. No. 21. 


= A aa 
fern fees Sees ge 


o—o_— 5S so 5S =e Pt 
¢et & tet -of -of 


*r) The Semicadence, here, corresponds exact/y to the first one, four 
measures back. 

*2) The perfect Cadence is slightly modified (concealed) by placing the 
chord-third in Soprano. Otherwise it agrees with its repetition, four measures 
later. 

*3) The Melody is considerably changed, during this repetition, though 
not essentially so. It belongs partly, for that reason, to the ‘‘Group’’-forms, 
explained in paragraphs 54-55. 

*4) The Antecedent and its repetition close with precisely the same Semi- 
cadence (on the Tonic chord). It will be observed that this example begins 
with a Dominant chord; that is because it occurs in the course of a larger 
form. The same is true of the preceding illustration. 
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*s) The Consequent Phrase contains e/ght measures (twice the length of 
its Antecedent), owing to chain-phrase extension (par. 31). 

*6)6) The harmonic alterations during the repetition (a persistent inclina- 
tion into the Subdominant keys) are noteworthy. See the original (‘‘ Songs 
without Words’’, No. 21, thirty-eight measures from the end). 

Mozart, Pfite. Sonata, No. 11 (Cotta ed.), first movement, meas. 29-8 from 
the end. BEETHOVEN, String-quartet, op. 18, No. 3, ‘‘ Minore ”’ of third move- 
ment, first twelve measures, 


EXERCISE 10. 


Former Periods, or new ones, with complete repetition (according to par. 
41). The repetitions must be variated by means of unessential modifications, 
care being taken, however, to preserve the original harmonic form of the 
Cadences. 


EXERCISE 11. 


The same, with repetition of the Consequent Phrase (par. 42). 

The same, with repetition of the Antecedent Phrase, or both Antecedent 
and Consequent Phrases (par. 43). 

The repetitions must, here again, be unessentially modified. 


4. THE EXTENSIONS AT THE BEGINNING OF EITHER PHRASE, 
OR OF BOTH PHRASES. 


44. An extension at the beginning is, naturally, more likely 
to be applied to the Axtecedent Phrase than to the Consequent. 

As usual, it will assume the character of an Introduction, as 
explained in paragraph 28, which review. But in serving, as it 
may, as an introduction to the eztire Period, it can be somewhat 
longer, and, at the same time, a trifle more individual in character 
than the introduction to a single Phrase. 


This is the case, to a moderate degree, with the passage at the beginning 
of MENDELSSOHN’s “ Songs without Words’’, No. 29, and No. 46; and, more 
strikingly, in No, 12, No. 15, and No. 32. In each of the last three of these 
examples, the preliminary passage might be called an ‘‘ Introductory Phrase’’; 
for, on account of its length and importance, it appears to fulfil a more inde- 
pendent mission than that of an extension at the beginning of the first Period 
only, and refers, properly, to the whole piece. But thestyle is, nevertheless, kept 
so subordinate that no doubts can arise as to the actual beginning of the Period- 
melody; and, moreover, it is inseparably connected with its Period by ending 
upon the Dominant harmony. 

See also: CuHopin, Mazurkas Nos. 9, 34, 13, 15; 17- -v, 21; more pro- 
nounced, Nos. 7, 31, 2. 
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45. When such an introductory passage is conducted into a 
complete Tonic Cadence, and thus sefarated from the following 
Period, it ceases to be an ‘‘ Introduction ’’, in the strict sense of the 
term, and becomes a 

‘* Prelude’’. 


The moment this distinction arises,— in consequence of the separat- 
ing effect of the perfect Cadence,— the necessity of preserving close 
thematic and organic relation with the following Period is can- 
celled, and complete independence of character (in everything 
excepting tonality, meter and tempo) may be imparted to the 
Prelude, 


Comparatively close organic relation with the following Period exists in 
the Preludes to ‘‘ Songs without Words” No. 19 (comp. Song No. 1); No. 6 
(first seven measures); No. 21 (first eight measures); and even in Nos. 3, 28 
and 41, though these are severed from the first Period by a double-bar. See 
also: CHOPIN, Mazurkas Nos. 3, 42, 46. 

Entire independence is illustrated in the Preludes to ‘*‘ Songs without 
Words’”’ No. 4, No. 35, No. 16and No.9. The opening (4) measures of No. 
27 defy exact classification; in the independence of their character they sug- 
gest the Prelude-class, but they lead, like an Introduction, directly and 
smoothly into the first Period, from which only a Dominant Semicadence 
separates them. 


46. It is of course possible to interline a brief ‘‘ introduc- 
tion’’ to the Consequent Phrase also, but examples of this kind 
are very rare, because of the attendant danger of destroying the 
necessary continuity between the two Phrases. Such an introduc- 
tion to the Consequent will sound most plausible when correspond- 
ing in thematic character and style to an introduction to its Ante- 
cedent Phrase; and it must beso skilfully handled as not to interfere 
with the impression intended to be conveyed by the original (un- 
extended) Period. For example: 


Vivace, non troppo. 
—_—_ — ——_ Vorce. *1) 
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oe al 


*r) The vocal melody of this example (‘‘ Winterreise’’, No. 2) fixes the 
design of the ‘‘ Period’’, beyond the possibility of misconception. 


5. THE EXTENSIONS AT THE END OF EITHER PHRASE, OR 
OF BOTH PHRASES. 


47. The extensions at the end are much more likely to be 
applied to the Cadence of the Conseguent Phrase than to that of 
the Antecedent. They conform exactly to those explained in para- 
graphs 25, 26, which review. One peculiarly instructive illustra- 
tion will suffice : 
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ae 


*1) Correct perfect Cadence, omitted (or, more properly, suppressed) on 
account of the extension to follow. 

*2) ‘‘Intercepted ’’ form of the perfect Cadence (comp. Ex. 32, note *4)). 
It is expanded to two measures. 

*3) This, and the seven measures which follow, constitute a ‘*new Cadence- 
member’? (see par. 29d; Ex. 42). 

See also: MENDELSSOHN, ‘‘ Songs without Words’’, No. 23, meas. 1-9 
from the first double-bar; compare carefully with meas. 25-10 from the end. 
Also No. 27, meas, 16-4 from the end (cited in Ex. 32-2); No. 31, meas. I-II 
(4-measure Period, repeated, and extended at its end); No, 38, meas. 1-10, 

Cuoprn, Pfte. Concerto, e minor (op, 11), Romance, meas, 13-22 (quaint 
repetition of 2nd half of Consequent Phrase). 


Par. 48. THE EXTENSIONS AT THE END OF EITHER PHRASE. 81 


48. Anextension at the end of the Antecedent Phrase will 
be, as intimated, a comparatively rare occurrence, owing to the 
danger it involves of severing the continuity of the two Phrases. 

It can scarcely be any more than a brief repetition, or expan- 
sion, of the chords which constitute the Semicadence (which it 
must confirm, and not destroy), or of the entire semicadence-mem- 
ber; and it will generally be balanced by a similar manipulation of 
the final cadence (of the Consequent) also. For example: 

ne Cad 
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*t) Or, more eee (in both cases), an ‘‘expansion’’ of the Cadence: 
tone in the melody. 

*2) This Cadence is incomplete, because the new section which follows is 
to be entered without interruption. (See the Note following par. 93¢.) This 
example, from the third movement of the first Symphony of BRAHMS, is a 
unique illustration of ‘‘ opposite construction”? (390). 
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See also: BRAHMS, op. 117, No. 3, meas. I-10, 11-203 same work, second 
tempo (fiz moto ed espress.), Meas. I-10, 11-20, 21-30. These Periods are all 
of parallel construction, and all extended in the same way,— at the Cadences. 
Also op. 118, No. 1, meas. 1-10. 

See also: MENDELSSOHN, ‘‘ Songs without Words”? No. 37, meas. 30-39 
(extension at end of Antecedent only). 

ScHuBERT, ‘‘ Winterreise’’, No. 14, last fifteen measures (extension at 
end of each Phrase); ‘‘ Winterreise’’, No. 19, meas. 6-13 (two 3-measure 
Phrases; followed by modified repetition, meas. 14-21); ‘‘ Winterreise’”’, No. 
22, meas. 5-18 (5-measure Phrases), and meas. 16-5 from the end. 

CHorPin, Mazurka No. 20, meas. 9-24 (repeated Consequent). 


6. EXTENSIONS IN THE COURSE. 


49. This mode of enlargement is applied most frequently, 
and, at all events, most extensively, to the Conxseguent Phrase (see 
par. 30). The details are enumerated in paragraph 29, which re- 
view. For illustration : 


\ Consequent. 


oa ee ee Sees 
ee af — 
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*1) The Semicadence is not bridged over, in this case, for the obvious pur- 
pose of rendering the following extension perfectly distinct. 

*2) Modified repetition of second half of the Antecedent Phrase. 

*3) A somewhat disguised sequence of the first half of the Consequent 
Phrase. 


See also: MENDELSSOHN, ‘‘Songs without Words’’, No. 11, meas. 224¢-9 
from the end; a 4-measure Antecedent, and a Consequent containing course- 
extensions (in its first and third measures) ; the perfect Cadence is twice evaded 
(in measures six and eight of Consequent Phrase), and, finally, a ‘‘new cadence- 
member’’ of two measures closes the Period. 


50. Such extensions in the course of either Phrase are not 
unlikely, here again, to result in ‘‘chain-phrase’’ formation, as 
explained in paragraph 31. As usual, this is far most likely to be 
the case with the Cozseguent Phrase. 


See MENDELSSOHN, ‘‘Songs without Words’’, No. ro, meas. I1-24 (a 
4-measure Antecedent); and No. 38, meas. 224-41 (ending with an imperfect 
Cadence, before final Phrase of the Song), 

CuoPin, Prelude, op. 28, No. 1, meas. I-25. 


But this may even occur in the Antecedent, as the followine 
(rare) example shows: 


Allegro. 


84 THE CODETTA, Par. 51, 


*r) The Antecedent, ending with this emphatic semicadence, is thirteen 
measures long. Its thematic evolution is indicated by the lettered brackets. 
The Consequent which follows is an example of the 5-measure Phrase. 

*2) Pfite. Sonata, op. 49, No. 1, Finale, meas, 29}g-12 from the end, 


7. THE CopETTA. 


51. To the class of extensions at the end belongs, further- 
more, the CopETra (i.e., little Coda); but it differs from the 
extensions explained in paragraphs 24, 25, 26, and 47, in being 
more independent of the Phrase or Period to which it is added. 
For in the majority of cases it follows after the complete perfect 
Cadence has been made, and becomes by that means detached from 
its Phrase or Period. (It is most nearly, though not strictly, 
analogous to paragraphs 264, c, @). 
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For this reason it need not be thematically related to the 
Melody of the Cadence-member, but may derive its Melody from 
any member of its Phrase or Period; or it may even consist of an 
entirely new, though strictly kindred (organically related), melodic 
motive. Review also paragraph 32. 

Its harmonic basis may be a reiteration, in almost any metric 
form, of the Dominant and Tonic chords of the Cadence; 

Or it may be an optional line of chords, upon the Tonic organ- 
point ; 

Or it may incline towards the Subdominant chords and keys, 
as broader exposition of the Plagal ending (26d). The latter is 
probably the most common. 

The length of the Codetta, as applied to any of the foregoing 
forms, while optional, should not as a rule exceed two measures; 
but it may be, and usually is, repeated, and even extended. 

It is very rarely added to anything smaller than the Period- 
form. 


For illustration, to the Period given in Example 50, the fol- 
lowing Codetta is added: 


Cad. Codetta. Rep. BEETHOVEN. 


*r) This is the Cadence-measure, bridged over as shown in paragraph 18. 


*2) The following two measures cannot be called an ‘‘extension of the 
foregoing Phrase, or Cadence-member’’, for they are melodically independent 
of the latter. Hence the independent term Codetta (appendix), to indicate 
the independent addition. 


*2) In the original, (BEETHOVEN, Pfte. Sonata, op. 10, No. 1, end of 
Adagio,) six more measures follow, as additional repetition and extension of 
this Codetta; but they are necessitated simply by the proportions of the entire 
Movement, and are therefore omitted here. 


Furthermore, to Ex. 41, No. 3, is added the following: 
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Cad. Codetta. Rep. 
et ae Sn a 
a (Pel ee me rie 3 ———6 [ et A) ‘st 
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a- « 

*r) The form ‘‘tapers’’? to the end, from the large 2-measure Phrase 
which precedes,—through the 1-measure Codetta, its repetition, and the 
half-measure extension, down to the single Tonic chord, which fades away as 
its resonance diminishes, without regard to measure. And the ‘ ritard.”’ 
adds emphasis to the purpose of gradual relaxation. 

See also: MENDELSSORN, ‘‘ Songs without Words’’, No. 1, last six meas- 
ures (Codetta to preceding seven measures, with which it is to be compared); 
No. 13, last four measures (with preceding eight measures); No. 20, last five 
measures (with preceding twelve measures: Phrase repeated and extended); 
No. 27, last four measures; No. 40, last six measures. 

CHOPIN, Prélude, op. 28, No. 21, last fourteen measures (two Codettas). 
And Ex, 70, note *4). 


52. The Codetta is the counterpart of the Introduction or 
Introductory Phrase; and, just as the latter may deteriorate, by 
separation from its Period, into a ‘‘ Prelude’’, so the Codetta may 


become a 
“+ Postlude’’ 


by still more complete separation from the sentence which pre- 
cedes it, and by greater difference of style. Compare paragraph 45. 

The Postlude is more common in larger forms, than in the 
Period. It is most likely to occur when the form began with a 
Prelude, and will, in that case, usually correspond exactly to the 
latter. 


See MENDELSSOHN, ‘‘ Songs without Words’’, Nos. 4, 9, 16, 23, 28, 35, 
41, beginning and ending of each, 
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53. From all the foregoing it is evident that the processes of 
Phrase- or Period-extension are employed preponderantly in the 
second half, i. e., 7 the later course, towards, or at, the end of the 
sentence. 

The first obligation of the composer is fo state the leading 
musical thought clearly, simply, without confusing modifications. 
The variation, elaboration, and, most especially, the development 
and enlargement of this leading thought will follow, earlier or 
later, in fulfilment of the conditions of variety in unity. Review, 
briefly, paragraphs 30, 42, 47. 

A peculiarly significant reason for extensions at the very end is 
touched upon in paragraph 27, and Example 58, note *1). 


MISCELLANEOUS EXAMPLES OF PERIOD-EXTENSION. 


CuHopin. Prélude, op. 28, No. 1 (Antecedent Phrase, eight measures; 
Consequent Phrase, chain-form, sixteen measures; Codetta I, two measures 
and repeated; Codetta II, one measure, repeated three times; expanded Tonic 
at end). 

ScuugBerT. ‘Die schéne Miillerin’’, No. 8, entire (4-measure Prelude; 
two 6-measure Phrases, Consequent extended; 2-measure Codetta). 

BEETHOVEN. Pfte. Sonata, op. 10, No. 1, /inale, meas. 17-28. 

BEETHOVEN. Pfte. Sonata, op. 81, Finale, meas. 37-52 (repetition of whole 
Period); also the following measures, 53-81, up to the double-bar (repetition, 
extension, and Codetta). 

BEETHOVEN. Pfte. Sonata, op. 31, No. 3, first movement, meas. 46-68 
(repetition with intermediate Interlude; Codetta). 

BRAHMS. Op. 116, No. 1 (Capriccio), meas. I-19 (repeated and extended), 

BrAuMs. Op. 116, No. 2 (Intermezzo), meas. 1-18 (extended and re- 
peated, with instructive modifications; see also the last twenty-one measures). 

BRAHMS. Op. 116, No. 5, First Part (extension at end). 

Cuopin. Mazurka No. 3, meas. 49-64 (quaint repetition). 

Cuopin. Mazurka No. 17, meas. 1-20 (Introduction and repetition). 

Cuorin. Mazurka No. 20, meas, 1-24 (Introduction and extensions); also 
meas. 41-56 (repetition). 


EXERCISE 12. 


Former Periods, or new ones, with Introduction or Introductory Phrase 


(par. 44, 45, 46). 
The same, with extensions at end of either Phrase, or of both Phrases (par 


47 48). 
Here, again, it will be wise to write out the Period first in its primary 
(unextended) form, and to elaborate it during its repetition. 
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EXERCISE 13. 

The same, with extensions in the course of either Phrase or both Phrases 
(par. 49, 50). 

The same, with Codetta (par. 51, 52). 

These extensions may, finally, a// be introduced into one and the same 
elaborate Period (illustrating the entire material of paragraphs 44, 47, 49, 51, 
in one example). 

Write out each Period first in its unextended form. 


CHAPTER VII. 
GROUP-FORMATIONS. 


Tuer PERIOD WITH CONSEQUENT-GROUP. 


54. The term ‘‘Consequent-group’’ has been adopted by 
the author as a substitute for ‘‘ Consequent-repetition’’, in appli- 
cation to those forms in which the reproduction of the Consequent 
phrase is modified to such an extent, or in such a manner, that the 
epithet ‘‘Repetition’’ is not strictly permissible. It is to all 
intents and purposes a reproduction of the second Phrase of the. 
Period, but it is not a simple (or even unessentially modified) 
repetition. The term indicates that the two phrases thus obtained 
constitute a double version of such unquestionably uniform con- 
tents as to be virtually one and the sume Consequent (a ‘‘ Double- 
Consequent ’’). 


55. The details of the apparently subtle distinction between 
such a ‘‘reproduction’’ and a genuine ‘‘repetition’’, are as 
follows : 

Ist, any essential difference in the harmonic formation of the 
two Cadences (of the two versions of the Consequent Phrase) would 
antagonize the principle of ‘‘repetition’’, as defined in par. 21 
(which carefully review). For illustration : 

Andante espressivo. 


= 
a weer = : = 


Antecedent Phrase. 


For Accompaniment, see Original.) 


———— 
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#1) This first Cadence of the Consequent Phrase is made upon the Relative 
Tonic, (e minor, instead of G major,) and thus the idea of ‘‘ repetition” is 
already frustrated, because the fiza/ Cadence is to be made upon the original 
Tonic, G major. 

*2) The similarity between the two versions of the Consequent Phrase is 
so great that it appears at first glance to be simply Phrase-repetition. But 
closer scrutiny of the two essentially different Cadences reveals the necessity 
for the above distinction. It is not a repeated Consequent, but a ‘‘ Group of 
Consequents,’?’ The importance of this distinction, as defined by the forma- 
tion of two successive cadences, is also shown in paragraph 39a, where it is 
the obligatory condition which distinguishes the ‘‘ parallel Period ’’ from the 
‘repeated Phrase’’, or, in a word, the ‘‘ repetition’’ from the ‘‘ reproduc- 
tion’’. See also Ex. 70, note *2). 

See also: MENDELSSOHN, ‘‘ Songs without Words”’, No. 14, meas. I1-23 
from the end (final Cadence modified by chord-Fifth in Bass, on account of 
thematic connection with following Phrase). 

Mozart, Pfte. Sonata, No. 8 (Cotta ed.), Andante, meas. 28-43 (second 
version of Consequent extended at end). 

Compare these examples carefully with the illustrations given in Ex. 50; 
Ex. 51; Ex. 62, note *2); with especial reference to the condition of the 
Cadences. The latter are examples of Consequent and Antecedent repetition, 
because the cadences are éssentially, if not exactly, the same; and are not to 
be confounded with the above (Ex. 59), which is a Consequent-groug, because 
of the essential difference of cadences. 


2ndly, a reproduction of the Consequent Phrase upon other 
scale-steps, as sequence, should not be called a repetition, even if 
the melodic design remain exactly, or nearly, the same. <A 
‘“sequence’’ is a ‘‘reproduction’’, but never a ‘‘repetition’’ in 
the strict sense here necessarily maintained. For example: 


S 


Prestissimo. 


Antecedent Phrase. 


(For Accompaniment, see Original) *1) 


1st version of gi Canseqnens Phrase, 


ee) Ce = 


Semi-cad, 4 
Sal 
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2nd version of Consequent Phrase, 


y -— OO Pte BgETHOVEN. 
ae 9, —— 
— aera 
See f= an a 
*2) 


*r) Pfte. Sonata, op. 2, No. 1, Finale, first twelve measures. 

*2) The third of these three Phrases is mainly a sequence of the second 
one, and with a ‘‘reversed’’ Cadence-member; consequently, the form is 
‘Period with Consequent-group’’. 

See CuHoPINn, Prélude, op. 28, No. 24, first nineteen measures (Introduc- 
tion two measures; Antecedent-Phrase four measures, with modified repeti- 
tion; Consequent-Phrase first version, five measures; second version, partial 
sequence, four measures). 


3rdly, the term Consequent-group should be substituted for 
Consequent-repetition in those cases where the reproduction em- 
braces more elaborate modifications (of what is, nevertheless, unmis- 
takably the same Phrase-contents) than would be supposable or 
permissible in an ordinary ‘‘ repetition’’; compare, carefully, all 


of paragraph 19. For illustration: 


Lento. 
: i Y 
| SS a east 
Antecedent Phrase. sal 23 


| 
eg eg 


toe 
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~- ».™ ne Se Cuorin. 
~— te K 
oe ITT: pega ¥ totote os ee 
ns aot = s [ 
( Se a 
2nd version of Consequent. #2) 
#1) 
| s $ ofen 3 
E95 = 
pee CaaS Va Tea sa oaaien g 
v wv 


*1) There can be no doubt of the identity of this Phrase as second version 
of the preceding Consequent Phrase, although it diverges from the latter more 
and more, in its course, and ends with a totally different Cadence. 

*2) See also the twelve measures which follow, in the Original (CHoPIN, 
Mazurka No. 11, op. 17, No. 2). 

And MENDELSSOHN, ‘‘ Songs without Words’’, No. 1, last twenty-one 
measures (Antecedent Phrase four measures; first Consequent four measures} 
second Consequent, eight measures; Codetta, five measures).—No. 31, meas. 
1444-5 from the end (Antecedent, two measures; first Consequent, two 
measures; second Consequent, partly sequential, largely expanded, six meas- 
ures).—No,. 33, last twenty-three-and-one-half measures (Antecedent, four 
measures; first Consequent, four measures; second Consequent, ten measures, 
analyzed in Ex. 42, No, 2; Codetta, five measures). 

SCHUBERT, ‘‘ Winterreise’’, No. 15, meas. 19-6 from the end. 


56. By exactly the same processes, the Antecedent Phrase of 
a Period may also be reproduced in this group-form. But the 
‘* Antecedent-group ’’ is far less common than the Consequent- 
group. See, again, paragraphs 53, 43. One illustration will 
suffice : 


Allegretto. 
1st version of Anteocedent. Y 2nd 
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Consequent. 


Vv I 


SuaBian Fovk-sonc. 


*1) The second version is a ‘‘ sequence”’ of the first, and, consequently, 
not a ‘‘repetition’’, Itis an Antecedent-groug. Compare 55, 2ndly. 

*2) Here, on the contrary, a genuine repetition of the Consequent takes 
place, because (besides entire coincidence of melody) the Cadence in measure 
thirteen is only a concealed form of that in the final measure, without essez- 
tial change. 

*3) This measure is a quaint and characteristic expansion of the (strictly 
speaking, wnaccented) first beat,—a poising of the voice upon the ‘‘ up-beat’’ 
before the rhythmic movement starts into life. This accounts for the irregu- 
lar (5-measure) formation. 

See also: BEETHOVEN, Pfte. Sonata, op. 2, No. 1, Alenuetto, first fourteen 
measures (first Antecedent-Phrase, four measures; second Antecedent, 
sequence, four measures extended to six; Consequent, only two measures, but 
repeated). 

Haypn, Pfte. Sonata, No. 14 (Cotta ed.), first twelve measures. 

Haypn, Symphony in Bp (Peters ed., No. 12) Finale, first twelve 
measures. 

Cuoptin, Mazurka, No. 36, first twelve measures. 

Cuoprrn, Prélude, op. 28, No. 5, first sixteen measures (Introduction, fou: 
measures; first Antecedent, four measures; second Antecedent, sequence, four 
measures; Consequent, four measures)—; the remaining twenty-three meas- 
ures of the same Prélude are similarly constructed (the last seven measures 
are Codetta). 

BRAHMS, op. 119, No. 3, last thirty measures (first Antecedent, four meas- 
ures; second Antecedent, four measures; Consequent, a long Chain-Phrase to 
end). 


Tue PuHRASE-GROUP. 


57. The Phrase-group is a series of Phrases (at least three 
in number), ig coherent succession, and of similar or kindred 
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character and style; but either oo similar to, or else too inde- 
pendent of, each other, to exhibit the distinctive condition of the 
Period-form, viz., the opposition of a mutually dependent thesis 
and antithesis (see par. 37, last clause). 

The Group will never contain less than ¢hree Phrases, because 
two such, /f coherent (not separated, as in Ex. 74), will invariably 
represent the Perzod-relation, in one or another of its many possi- 
ble phases. On the other hand, the Group may embrace as many 
more than three Phrases as can be added without sacrificing 
coherency, or extending to an absurd extreme of ‘‘ formlessness’’, 

Each of the Phrases should close with a light semzcadence (com- 
pare pars. 36, and 63a). A perfect Tonic cadence (in any key) of 
sufficient cadential force to complete its Phrase, can occur only at 
the end of the Group. There are some rare exceptions to this 
strict rule, but they do not concern the beginner. (This is in 
accurate keeping with the rules given in paragraph 31 for the 
Chain-Phrase, which review. The ‘‘ Group of Phrases”’ is simply 
a larger growth of that ‘*Group of Meméers’’ which constitutes 
the Chain-Phrase). 

The following example illustrates the Group of similar 
Phrases : 


Andante trang. NN ee 


a 
83 Phrase No. 1. v 
e 


rss) SP), etc. (Seo Original.) 
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SSS 


Menvetssoun. No, 33. 


eT yt erat oe eee 
a ee a al 
ee ae 


*3) (#4) 


*1) The similarity between these three Phrases is strikingly exhibited in 
the first half of each,—the melodic members being almost identical. 

*2) The Bass makes this irregular leap upward from the Leading-tone (a), 
simply in order to evade the complete Tonic cadence. 

*3) This final Cadence is unusually brief, it is true; but it, nevertheless, 
conforms to the conditions of the perfect Cadence fully enough to check the 
harmonic and melodic current, and bring the ‘‘Group”’ to anend. (Par. 934.) 

*4) Comparison of this example with the foregoing, reveals the charac- 
teristic difference between the ‘‘Perfod with Consequent- or Antecedent- 
Group’’, and the single ‘‘ Phrase-Group’’. Ex. 59, for instance, also consists of 
three Phrases (like the above); but the number is reducible to the original two 
of the Period-relation, because the second and third are no more, in sub- 
stance, than one (Consequent) Phrase, together. In Exs. 60 and 61 the same 
reasoning applies; and in Ex. 62 all four Phrases are similarly reducible to 
the original two. But in the above example (63), on the contrary, such a 
reduction to two Phrases is not tenable, because the entire sentence is simply 
three different versions of ome primary phrase. 


58. The Group of independent (or dissimilar) Phrases, on 
the other hand, is probably more common. The reduction of the 
series to two primary Phrases will not be possible, on account of 
the thematic individuality of the several members of the Group; 
but at least general resemblance, and close organic relation, must 
be preserved; and, as before, no complete perfect cadence should 
occur until the end is reached. For example: 
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Phrase No. 2. 


*r) It is evident that this series, again, cannot be reduced to ¢wo Phrases 
and be thus demonstrated as an extended ‘‘ Period’”’ of some kind, for each of 
the three Phrases is an independent melodic factor of the collective sentence, 
though perfect organic cohesion is maintained (chiefly through the uniform 
accompaniment). 

See also the following general illustrations of the Phrase-group (both sim- 
ilar and dissimilar): MENDELSSOHN, ‘‘ Songs without Words’’, No. 13, last 
twenty-three measures (four Phrases, Nos. t and 2 similar—a/mos?t repetition; 
No. 4 extended four measures at end; Codetta).—No. 16, meas. 4-9 (three 
2-measure Phrases).—No. 20, meas. 28-17 from the end.—No, 26, meas. 28}¢-12 
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from the end (Phrase 1, two measures; Phrase 2, two measures; Phrase 3, four 
measures; Phrase 4, two measures; Phrase 5, two measures; Phrases 4 and 5 
repeated and extended).—No. 41, meas. 15-5 from the end (three Phrases; No. 
3, three measures).—No. 3, meas. 5-29 (six Phrases). 

Cuopin, Mazurka, No. 33, first twenty-two measures (five Phrases, partly 
similar, the last one extended). 

CuHopin, Prélude, op. 28, No. 9 (three similar and regular 4-measure 
Phrases). Prélude, op. 28, No. 2 (three Phrases, similar, each expanded). 

ScHUBERT, Pfte. Sonata, No. 4 (op. 122, Menuetto, first twelve measures. 
Pfte. Sonata, No. 8 (C minor), First movement, meas. 40-53 (three similar 
Phrases, of unequal length; entire Group repeated, in the following fourteen 
measures). 

Grixe, Lyric Pieces, op. 12, No. 1 (three Phrases, rep., abbrev., and mod.) 

BRAUMS, op. 118, No. 6, first twenty measures (five similar Phrases, No. 2 
a repetition of No. 1); the following twenty measures are a modified repeti- 
tion of this Group; the following eighteen measures are a Group of four 
Phrases (1 and 2 regular, 3 extended, 4 a sequence of 3); the following 
measures, up to the end, are a modified reproduction of the first Group. 

To what length the Group of Phrases may possibly extend, may be seen 
by reference to paragraph 104. But the pupil must carefully shun such 
difficult experiments for a time. And he must look upon the idea of the 
Group-form with distrust, in any case, as being the type,—not of good con- 
sistent ‘‘ Form’’,—but rather of ‘‘ Formlessness’’. 


59. This same idea is also applied (though far more rarely) to the 
Period, of which similar Groups may be formed, especially when the Periods 
are small (four measures). Such Period-groups will present the appearance, 
usually, of large Phrases with a slight semicadence in their center; and it is 
possible that this break may be present in some and absent in other of the 
Members. 

See ScHUBERT, Pfte. Sonata, No. 7 (op. 164), /izale, first thirty measures 
(each Period expanded; the second one extended at end). 

MENDELSSOHN, ‘‘ Songs without Words ’’, No. 32, meas. 16-28. 

Haypn, Symphony 5 (Peters ed.), Third movement, 720, first twenty-six 
measures. 


Tue ELIsIoNn. 


60. When the Cadence of a Phrase or Period corresponds 
harmonically so accurately to the beginning of the following Phrase 
or Period that end and beginning are practically identical, it is 
possible to suppress the entire Cadence-measure, and hasten on into 
the next Phrase without the pause or check for which Cadences are 
expressly made (par. 26). 

This suppression or ‘‘Elision’’ of the Cadence is almost 
exclusively applied to the perfect Cadence, though possible at semi- 
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cadences also. It may be effected, firstly, when the approach to the 
Cadence has been so indicative or suggestive of the latter that its 
absence will be sufficiently compensated for ; 

Or, secondly, when the beginning of the succeeding Phrase is 
striking enough to remove any misconception of the form (see par. 
932, first and last clause). 


The object of the elision is either to avoid an unnecessary and stagnating 
pause, or to obtain an exhilarating, urging effect, which is sometimes very 
effective. But it must be distinctly understood that it is a comparatively rare 
and dangerous artifice, the expediency of which should be carefully tested in 
each case. For illustration: 
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MENDELSSOHN. 


—— 


*r) These small notes represent the perfect Cadence which is due and ex- 
pected at this point, but which is suppressed (omitted), causing the elision of 
the entire Cadence-measure. In other words, this is the fourth measure of the 
first phrase, and, s¢multaneous/y, the first measure of the following one. The 
latter immediately asserts itself so completely (through abrupt change of style 
and abrupt transition from g to f) that the actual cadence is ‘‘cut out’? 
entirely, and the sum of measures in the two Phrases is only seven, instead of 
eight. 

*2) The first chord in the fourth measure represents the ‘‘ evaded’ form 
of the (expected) cadence; but, at the same time, it corresponds exactly to 
the beginning of the first melodic member of the Phrase, which it is the 
author’s intention to repeat, and which he proceeds to repeat tmmediately, 
without the—in this instance undesirable—delay which a full exposition of the 
cadence would cause. 

*3) ‘*Songs without Words,’’ No. 42, near the end; the ‘‘extension’’ is 
cited in Ex. 41, No. 2. See also Ex, 7o, Note *4). 

BEETHOVEN, Pfte. Son. op. 2, No. 3, Adagio, between meas. 10 and 11. 

MENDELSSOHN, ‘‘ Songs without Words’’ No. 4, bar 5 from the end.—No. 
9, bar 3 from the end.—No, 11, between meas. 4 and 5 (compare with measure 19 
from the end, where the Elision does zo¢ appear).—No. 31, bar 5 from the end. 

Mozart, Pfte. Son. No. 11x (Cotta edition), between measures 7 and 8; 
also last movement (ovdo), measures 13-19 (repeated Phrase with Elision). 


On the other hand, care must be taken not to confound the 
Elision with those forms of concealed or evaded cadence, where the 
same abrupt leap into the new style of the following Phrase takes 
place within the Cadence-measure, but, contrary to appearances, 
does ot suppress the latter. For example: 
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Mozart. 


etc. (Repet.) 
< $$$ 

Ss 

*r) Notwithstanding the abrupt and misleading change of character at the 
beginning of this cadence-measure, there is no Elision, for the coming Phrase 
contains its four measures without this one. The ‘‘ change’ must be regarded 
as occurring upon the second 16th-notc, not upon the first one; ‘consequently, 
according to par. 2a (third clause, which review), this is only the preliminary 
measure of the 2nd Phrase; and, though thematically consistent with what 
follows, it is no more than one of the innumerable modes of ‘‘ bridging over’? 
the Cadence-space (par. 18). 

BEETHOVEN, Pfte. Son. op. 2, No. 3, meas. 12-21, is a still more delusive 
illustration of the absence of an Elision where one is apt to be suspected 
(between measures 12 and 13). But, here again, the new Phrase (and its subse- 
quent reproduction, also) begins upon the second 16th-note of the cadence- 
measure, and has its quota of 4 measures without the “‘ bridging’’, though the 
latter is directly characteristic of the coming Phrase. Of all the possible ways 
of bridging over the space between one Phrase and the next, this must be con- 
ceded to be the most consistent and admirable ; i. e., with material which antici- 
pates the coming Phrase. 

See also MENDELSSOHN, “‘ Songs without Words’’, No. 28, meas. 5 from the 
end; here, also, ‘‘end”’ and ‘‘ beginning’”’ are interlocked, but there is no 
Elision.—No, 26, meas, 11 from the end; no Elision,—comp. 2 meas. later. 


EXERCISE 14. 


Former Periods, or new ones, with Consequent-group, in each of the three 
varieties of structure explained in par. 55. 

The same, with Antecedent-group (par. 56). 

Work from Cadence to Cadence; make all Cadences sufficiently emphatic, 
~—rather too distinct than too vague. Still avoid, for a time, any elaborate 
modes of evading or concealing the Cadences, such as may too completely dis- 
guise their purpose, and impair firm outlines of form.—Review the directions 
given in Exercise 9, 
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EXERCISE 15. 


Write a number of Phrase-groups, of both similar and dissimilar thematic 
contents, according to par. 57 and 58. Each group must be limited to three 
fundamental Phrases, at present, though this number may be optionally in- 
creased by the repetition (exact or modified) of any of the Phrases. 

And make a few experiments with the Elision; best in connection with 
vepetition of Phrase or Period. 


CHAPTER VIII. 
THE DOUBLE PERIOD. 


61. The Double period consists in the union of Two PERIODS, 
and embraces, consequently (when regular), four Phrases, so con- 
ceived and distributed that the Period-relation is apparent between 
Phrases 1 and 2, between Phrases 3 and 4, and also, on a broader 
scale, between these two pairs. 


62. The two Periods of a legitimate Dowdle-period form are 
just as coherent, and just as closely dependent one upon the other, 
as the Antecedent and Consequent Phrases of the s¢mple Period 
forms are. And, for this reason, the Cadence in the center (i.e., at 
the end of the 2nd Phrase) must be in the nature of a Semicadence, 
though almost unavoidably somewhat heavier than an ordinary light 
semicadence. 

The Double period must be conceived simply as an expanded growth of 
the single Period, the Phrases of which assume such a breadth (length) that 
they almost necessarily separate slightly in their respective centers. These in- 
termediate points of repose will, naturally, be lighter than the one in the 
center of the whole. The latter, though still only a Semtcadence (inasmuch as 
it corresponds to the semicadence of the simple Period), will be rhythmically, 
and perhaps even harmonically, stronger or heavier than those at the termina- 
tion of the 1st and 3rd Phrases. 

The various degrees of rhythmic and harmonic weight which it is possible 
to impart to a semicadence-chord, are distinctions which increase in import- 
ance as the forms enlarge. Therefore, the following general rules must be 
observed: A semicadence is harmonically ‘‘ heaviest’? when made upon some 
Dominant 7rzad, or upon the Tonic Triad of a related key, as these are strong 
chords, but chords which, while they invite repose, still suggest inevitable 
onward movement. A semicadence upon any form of any other chord, or upon 
the dissonant forms of Dominant (or other) harmony, is ‘‘ lighter’’, either 
because it presses forward too vigorously of itself, or because, if itself a heavy, 
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stagnating chord, it gives immediate birth to an active counteracting agency. 
Further: a semicadence is rhythmically heavy or light in exact proportion to 
the duration of the chord,—the length of time spent in pausing,—and the con- 
sequent length or brevity of the ‘‘bridging’’ which follows. Finally: the 
rhythmic distinction is far the more important of the two. 


63. The Cadence-conditions of the regular Double period are 
then, as follows: 


(a) At the end of the first Phrase a dight semicadence, con- 
sisting perhaps most frequently of the Zoxéc chord, with Third or 
Fifth (instead of Root) in one of the outer parts; or the Domi- 
nant chord, consonant or dissonant,—the latter being lighter than 
the former ; or possibly some other chord in one of its lighter 
forms. And, in any case, rhythmically more or less brief, exactly 
according to the degrce of interruption desired (see par. 26, final 
clause). 


(b) At the end of the 2nd Phrase a heavier semicadence, 
corresponding generally, in choice of chord, to the table given in 
par. 36 (to which strict attention must be given), but probably with 
more rhythmic stress, i.e., longer duration, than in the single 
Period. It is most apt to be a Tonic chord of the Dominant Key; 
or, more rarely, a Tonic chord of the Relative, or some other next- 
related key, approached with a more elaborate and emphatic modu- 
lation. But it must never be so heavy as to lose its semicadence 
effect, and thus destroy the continuity of the whole. 


(c) At the end of the 3rd Phrase a Jight semicadence again, 
perhaps corresponding to the first one, though a little more likely to 
incline toward the Swsdominant harmonies; and again, with a more 
emphatic modulatory manifestation. 


(d) At the end of the 4th Phrase (in the regular, complete 
Double period) the Tonic perfect Cadence. 


64. The necessary cohesion between the two Periods is most 
effectively preserved by constructing the 2nd Period melodically 
PARALLEL with the 1st. See par. 39a. 

The parallelism need not, however, be maintained any farther 
than during the first melodic member of the 2nd Period; although, 
generally, the entire 3rd Phrase corresponds exactly or nearly to the 
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1st Phrase; and, in cases of extreme parallelism, even the 4th 
Phrase follows the thematic design of the 2nd Phrase, nearly to the 
end, Phrase 2 should coztrast with phrase 1. 

The following example illustrates the Double period as an ‘‘ex- 
pansion of the single Period ’’, in parallel construction : 


Pruiow |. Phrase 1, 


elndante, A Phrase 2. 
=) 


wy 
esp Tt oo 
ARBU Ree Eee 3 


67. 


i => Prriop 2. 
Phrase 3 (like 1). 


o- 
1) IS SSaR =eqUvearE a 
babe. o a cass 


BEETHOVEN. 


*1) This cadence, like that which precedes it in the 4th measure, is made 
upon the Dominant harmony with the chord-fifth in the Soprano. But it is 
rhythmically stronger here than in the 4th measure. 

*2) The parallelism of construction extends up to this point, with no other 
than the purely unessential modification in the 9th measure. 

%*3) There is no reasonable doubt of this being the Doudle-period form; 
but, the measures being small and the tempo somewhat active, it creates the 
impression of a Large siugle Period (of 8-measure Phrases and parallel con- 
struction) with a semicadence in the middle of each half, coinciding, on a 
larger scale, with the syntax of Ex. 13, No. 3—which see. This latter analysis 
(i. e., Large single Period) would certainly be correct if the tempo were 
allegro or presto. 
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65. The transitional grades and progressive shades of distinction from 
the perfectly unmistakable Single-period form with no intermediate interrup-- 
tions, into the perfectly unmistakable Double period with its four legitimate 
cadences, are so innumerable, that it will often be impossible to define accu- 
rately the denomination of certain examples of this kind found in musical 
literature; and even so slight a thing as a deviation in the tempo or ‘‘ phrasing” 
of the performer may influence, perhaps positively alter, the structural im- 
pression and analysis. Of one thing the student may rest assured, namely: in 
proportion as the distinction becomes thus more minute and questionable, 7¢ 
becomes of less and less moment to define tt, and less wise to insist upon an 
absolute definition. See par. 10; and par. 77. 

For examples of doubtful form, between Single and Double period, see: 

MENDELSSORN, ‘‘Song without Words’’ No, 12, meas. 7-22 (a noticeable 
semicadence in the center of the first half, bud none whatever in the second half; 
like Ex. 13, No. 1). No. 22, first 9 measures (exactly thesame). No. 8, first 17 
measures (probably Double, despite the rapid tempo). No. 19, measures 3-11 
(probably Double). No. 25, first ro measures (probably Single; extended at 
end). No. 32, measures 4-14 (probably Single; extended at end). No. 48, first 
8 measures (probably Single). 

BEETHOVEN, Pfte. Son. op. 10, No. 1, Adagio, first 16 measures (probably 
Double); op. 10, No. 3, Menzetto, first 16 measures (probably Single); op. 14, 
No. 1, Allegretto, first 16 measures (probably Single); Rondo, op. 51, No. 1, 
first 8 measures (probably Single). 

Cuopin, Préludes, op. 28, No. 8, first 8 measures (probably Single). 


The following examples, on the contrary, are beyond a doubt 
genuine Double periods, of parallel construction : 


Allegro. —_- 
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*1) This cadence, it is true, cannot be called heavier than the one in the 
4th measure; nevertheless, it serves its purpose sufficiently well. The con- 
struction of the 2nd Period is here again extremely parallel, almost to the 
cadence; but compare with Ex. 49; and observe that the pavallel Double 
period differs from the repeated Period in the differentiation of its 2nd and 
4th cadences. 

See also: BEETHOVEN, Pite. Son. op, 22, Fizale, first 18 measures. 

Cuorpin, Préludes, op. 28, No. 7; No. 10(Phrase 3 sequence of Phrase 1; 
Phrase 4 like 2, excepting Cadence; slight cadence-extension); No. 14 (Phrase 
2 extended to 6 measures; Phrase 4 only 3 measures; Codetta 3 measures); 
No. 23 (Phrase 4 extended to 5 measures; Codetta, 6 measures, beginning after 
—or with—an Elision); No. 17, first 18 measures; No. 19, first 16 measures, 

Cuorrin, Nocturne No. 1 (op. 9, No. 1), first 18 measures (cadence-exten- 
sion); Nocturne 5 (op. 15, No. 2), first 16 measures (regular, and extremely 
parallel,—a/most Single period repeated). 

Mozart, Pfte. Son. No. 7 (Cotta ed.), Adagio, first eight measures; Pfte. 
Son. No. 13 (Cotta ed.), Fizale, first 16 measures; Pfte. Son. 14 (Cotta), Finale, 
first 16 measures; Pfte. Son. No. 15 (Cotta), 2nd movement, first 16 measures. 

ScHuBERT, Pfte. Son. No. 10(Bp major), first 18 measures (the 2nd cadence 
expanded); Pfte. Son. No. 2 (op. 53), Scherzo, first 409 measures (very large; 
8-meas. Phrases, Nos. 2 and 4 extended at end to 12 measures). 

MENDELSSOHN, ‘‘ Songs without Words’’, No. 15, first 22 measures (Introd. 
6 meas.); No. 18, first 17 measures; No. 24, first 18 measures; No. 30, first 
15 measures (4th Phrase short); No. 37, first 17 measures. 

BRAHMS, op. 116, No. 6, ‘‘ Trio’’ (5-sharp signature)—Op. 116, No. 7, 
first 20 measures (each Consequent extended); compare last 31 measures of 
same work.—Op. 117, No. 1, *‘ piu Adagio’’.—Op. 117, No. 2, measures 22 
(second halt) to 38.—Op. 118, No. 5, first 16 measures.—Op. 119, No, 1, measures 
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1-16,—Op. 119, No. 2, second tempo (4-sharp signature) first 16 measures.— 
Op. 119, No. 4, measures I-20; measures 21-40; measures 41-60 (each a regular 
parallel Double period, of 5-measure Phrases). 

66. The conrrastTINnG construction (39c) of the 2nd Period, 
in the Double-period form, is far more unusual and confusing than 
the parallel construction; because, when the 3rd Phrase does not 
melodically confirm the 1st one, it is much more difficult to preserve 
the cohesion of the two Periods (demanded in par. 62), axd to pre- 
vent the impression of two separate, independent Periods (as in the 
Two-Part Song-form: see par. 74). 

Still, ‘‘ four Phrases’’ in coherent succession, if such be care- 
fully sustained, are likely to be a Double period from sheer symmetry 
of design, whether Phrase 3 is like Phrase 1 or not; only excepting, 
of course, possible cases where the 4 Phrases are reducible, by clear 
evidence of repetition, to a ‘‘ repeated Period’’, or to a ‘‘ Group 
of 3 Phrases.’’? But the continuity of the Double-period form 
must be assured, by avoiding too complete a Cadence at the end of 
the 2nd Phrase. 


See again MENDELSSORN, ‘‘Songs without Words’’, No, 13, last 23 meas- 
ures, already cited as example of the Group of 4 Phrases. 

And Cuoprn, Prélude op. 28, No. 18 (Phrase 1, 4 measures; Phrase 2, 
similar, 5 measures; Phrase 3, four measures; Phrase 4, extended to 8 meas- 
ures). This igh be called a Contrasting Double period, but the title ‘‘ Phrase- 
group’’ is more consistent with its character. 

Furthermore, the Contrasting Double period may represent a 
Large contrasting Single period, with interruption in the center of 
each half (see par. 62, second clause). For illustration : 


Andante. 
= ae ; ———_ 
— 
69 re eae 
Tase 1. 
ea eee pe ae ne 2 


aU a ee 4 ae ees CaS ed IE RS eR es 
SE DGS TEE Ses a 
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SSS 


aT, 2. 
hrase 3. *1) 
fe ba i. = 
Q:—s = 
(2 eee ; 
=a 
cee MENDELSSOHN. 


*1) Thematically (i.e., melodically), Phrase 3 is totally unlike Phrase 1; 
and there is likewise no resemblance between Phrases 4 and 2. It is ‘‘ contrast- 
ing’’ construction. But close formative relation is preserved, throughout, by 
uniformity of style and character; and the continuity of structure is absolute. 

*2) The ‘‘perfect-cadence Tonic’’ is wanting in Bass, here, because an 
extension follows, to which reference will be duly made. 

*2) “Song without Words’’ No. 2, near the end. Compare these meas- 
ures with the first 16 measures of the same Song, where the construction is 
parallel. 

See also: MENDELSSOHN, ‘‘Songs without Words’’, No, 6, measures 18-34; 
No. 3, first 16 measures after the 2nd double-bar, 

MENDELSSOHN, op. 16, No. 1, first 21 measures (4th Phrase short; Codetta, 
2 measures, repeated and extended). 

Haypn, Symphony No. 6 (Peters ed.), Menuetto, first 18 measures (Phrase 
4 extended, as shown in Ex. 39, No. 1). 

Cuopin, Mazurka No. 32 (op. 50, No. 3), first 16 measures. 

BEETHOVEN, Pfte. Son. op. 22, Adagio, first 9 measures (a little doubtful 
whether Single or Double period,—probably the latter). 
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67. Nothing further need be said, here, concerning the details 
of ordinary Phrase-extension (par. 24 to 30), than that they may, 
as a matter of course, be applied to azy of the Phrases which collec- 
tively constitute the Double period. But see par. 53. The only 
devices of enlargement to be specially considered in this place, are 
those of modified repetition, and Group-formation, which may be 
utilized as follows: 
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(a) The modified repetition of the eztzre Double period, of 
which an example will be found in Mozart, Pfte. Son. No. 11 
(Cotta ed.), Anxdante, first 32 measures (rep. variated). 


See also: ScHuBERT, Pfte. Son. No. 6 (op. 147), Hinale, measures 51 to 80 
(quaintly modified repetition, contracted two measures at end; but otherwise 
preserving all salient traits). 


Cuopin, Mazurka No. 13, first 36 measures (Introd. 4 measures) ; Mazurka 
No. 37, first 44 measures (Phrase 4 each time extended to 10 measures; repeti- 
tion modified) ; CHopin, Nocturne No. 3 (op. 9, No. 3) first 40 measures (Phrase 
4 extended to 8 measures; repetition elaborate). 


(b) The modified repetition of either, or each, of the two 
Periods. 


This is a somewhat misleading device, especially when applied 
to the first Period (comp. par. 42). A Double period, if interrupt- 
ed in the center for the sake of repeating its first Period, will 
almost certainly present the appearance of two separate Periods, 
and become a Two-Part Song-form. But see Cuopin, Mazurka 
No. 29, first 32 measures (contrasting construction; each Period 
exactly repeated, and evidently without completely disturbing the 
continuity of the whole). 


See also: BEETHOVEN, Pfte. Son. op. 31, No. 2, Finale, measures 1-31 (2nd 
Period repeated and extended); Pfte. Son. op. 106, Adagio, measures 1-26 
(ditto; Introd. one measure). 


(c) The enlargement of the Double period to 5 or more 
Phrases by repetition of the last Phrase, or Group-formation of 
the final Consequent. 

This process of extension can scarcely be applied to any other 
than the Double period of paradlel construction, 7 which identity 
of design is so fully assured by the correspondence of Phrase 8 to 
Phrase 1, that it cannot be destroyed by anything that follows (in 
the same section). 


The repetition of the last Phrase is, of course, imaginable even in a Double 
period of contrasting construction. But Group-formation would be so diffi- 
cult to prove at the end of acontrasting Double period, that the entire sentence 
would almost certainly be called a ‘‘ Phrase-group’’, from sheer expediency, 


For illustration ; 
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Andante cantabile, 
— J — — 
4 = 
Prxi0p 1, : 
Phrase 1 
a | 
ye £ eo J a 
ce + oe -— + & aS nse 
——S 
A eee =a 
5 3 


(ete. See Original.) 


— — Satu. fo 


PEriop 2 


LES 
Phrase 3 (like 1.) *1) 


a 


7 Phrase 4, 
(first version). id ok (second version). 
| “If 


*1) At this point, already, the identity of the ‘‘ Double-period”’ form is so 
fully established, that no reasonable amount of enlargement by the addition of 
Phrases (whether similar or not) could change the denomination. 

*2) The perfect cadence, due and expected at this place, is completely 
evaded. The following Phrase is therefore not a repetition, but a reproduction, 
of the preceding. It is a ‘‘ Consequent-group”’, as shown in par. 54. 

*3) Although this is the genuine form of the perfect cadence (Root in both 
outer parts), it is made so brief, and followed so abruptly by the new harmony, 
that it assumes the nature of the ‘‘ concealed cadence’’; the following 2 meas- 
ures are a modified repetition of the second half of the Phrase. 

*4) At this place there is an unusually distinct ‘‘ Elision’”’ of the cadence- 
measure. This chord certainly stands for the end of the foregoing Phrase; 
but it is just as certainly, at the same time, the beginning of the Codetta, as 
comparison with the first thematic member of the Double period proves. 


68a. The enlargement of the Double period, finally, by the 
addition of an Introduction (par, 28), an Introductory Phrase (par. 
44), a Prelude (45)—or by the addition of a Codetta or Postlude 
(par. 51-52), —is not only possible, but more appropriate and neces- 
sary than in smaller forms, Illustrations are contained in some of 
the above references, and will also be found in the following 


MISCELLANEOUS EXAMPLES OF DOUBLE-PERIOD EXTENSIONS. 


MENDELSSOHN, ‘‘Song without Words’’ No. 20, first 21 measures (five 
4-measure Phrases, No, 5 new, obtained by Group-formation of second Period); 
No. 21, first 32 measures (Prelude 8 measures; Double period extended by 
Group-formation; Phrase 4 three measures, Phrase 5 nine measures); No. 26, 
first 15 measures (two-measure Phrases, Group-formation of 2nd Period); No. 
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32.first 14 measures (Introd. 4 measures ; 2-measure Phrases, Group-formation) ; 
No. 36, first 27 measures; No. 39, first 15 measures (2-measure Phrases, a little 
doubtful whether Single or Double-period form; Group-formation; Codetta 
of 1 measure, repeated); No. 2, first 29 measures (seven Phrases, but unmistak- 
ably Double-period form, parallel construction, enlarged by Group-formation 
of 2nd Period). 


Cnoprin, Préludes, op. 28, No. 3 (Introd. 2 measures; Phrase 2, five meas- 
ures; Phrase 5, eight measures; Codetta); No. 4 (Phrase 2, eight measures; 
Phrase 4, five measures extended to nine); No. 5 (Introd. four measures; con- 
struction parallel; Aztecedent-group in each Period); No. 6 (Phrase 3, six 
measures; Phrase 4 reproduced ,—Group-formation, as in Ex. 70; Codetta) ; 
No. 13, first 20 measures.—CHOPIN, Mazurka 31 (op. 50, No. 2), first 28 meas- 
ures (Introd. 8 measures). 

Bacu, Ouverture a la maniére frangaise, ‘‘Echo’’, measures 1-22 (Phrase 2 
eight measures; Phrase 4 also extended). 

ScHUBERT, Pfte. Son. No. 8 (C minor), Adagio, measures 1-18 (4th Phrase 
short); Pfte. Son. No. 1o (Bh major), 1st movement, measures 1-18 (2nd 
cadence expanded). 

BRAHMS, op. 116, No. 3 (Phrase 1 of each Period repeated).—Op. 117, No. 2, 
first 22 measures (Consequent-group at end).—Op. 119, No. 1, measures 17-42 
(parallel; cadence imperfect; each Consequent extended),.—Op. 119, No. 3, 
measures 1-24 (parallel; each Consequent extended). 


(lb) The device of transforming the (Large) Single period inte 
a Double period, by occasioning a semicadence in the center of each 
half (par. 62, last clause), may also be applied to the Double period, 
—which, if large enough, may thus assume the design of a 


‘* QUADRUPLE PERIOD”’, 


See MENDELSSOHN, ‘‘Song without Words”? No. 13, first 20 measures 
(extended; it is not only possible, but perhaps necessary, to regard this as a 
form of 4—or 5—four-measure Periods, consisting of 2-measure Phrases). 

Croprin, Mazurka 28 (op. 41, No. 3), first 38 measures; CHopin, Polonaise 
No. 6 (op. 53), measures 17-48 (quasi repeated Double period); CHopin, Pré- 
lude, op. 28, No. 16 (extended 13 measures at end). 


ScHuBERT, Pfte. Son, No. 5 (op. 143), first 46 measures. 


EXERCISE 16. 


Write a number of regular (i.e., unextended) Double periods, of Paralle: 
construction (par. 61-64). 

Use both the major and the minor modes, best in alternate examples. 
Employ different varieties of duple and triple time, and the different grades of 
tempo from Adagio to Presto. And adopt different styles, imitating (even 


112 THE EXTENSIONS OF THE DOUBLE PERIOD. Par. 68b, 


closely or literally, if necessary) the style of certain given illustrations, or of 
any other familiar or favorite composition. 


See the N. B. on page 52. 

Work towards the Cadence during each Phrase, and from Cadence to 
Cadence. Avoid vague forms of Cadence, as a rule, but employ freely the 
varieties of concealed and evaded Cadence already learned and mastered. 

A few illustrations of the Contrasting Double period may be attempted; 
best, as Large Single period with intermediate interruptions (par. 66). 


EXERCISE 17. 


The examples of Exercise 16, or new ones, extended in the manner indi- 
cated in par. 67a, 5, c; and par. 68a. 
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DIVISION TWO. 
THE SONG-FORMS,* OR PART-FORMS. 


INTRODUCTORY. 


69. The comparative definition of the various members and 
distinctive elements of form which enter into the composition of 
this second, larger, Division of structural evolution, is as follows: 


(a) The Purase: is an uninterrupted series of ‘‘ Chords’’, 
and coherent melodic ‘‘Members’’, of such a length as can be 
reasonably sustained without palpable interruption,—generally from 
2 to 8 measures; closing with a Cadence (perfect Cadence or Semi- 
cadence). 


(b) The Parr: is a coherent series of such ‘‘ Phrases’’, to the 
number of two, three, four or more; (possibly only oe ; and, on the 
other hand, never more than can be held without effort in close re- 
lation and connection with each other) ; terminating, as a rule, with 
a strong Tonic Cadence. 


(Cc) The Sonc-Form: is a coherent series of such ‘‘ Parts’’, to 
the number of 2, 3 or more; ending, as a rule, with the complete 
Tonic perfect Cadence. 


The cohesion of the members is observed to relax, in proportion to the 
growth, or increase in length, of the form; simply because, the greater the 
dimension, i. e., length, of the several sections of the design, the greater the 
necessity of more emphatic points of repose, and of more variety and contrast 
between the individual members. Hence: 


Between the ‘‘Members’’ of the Phrase (i.e., the Chords and melodic 
Motives) there is little or no separation (at most, a Quarter-cadence) ; 
But between the ‘‘ Phrases’’ of a Part there stands a Semicadence; 


*So called in analogy to the vocal forms from which they are derived; but just 
as common in instrumental as in vocal composition. 
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And between the “‘ Parts’? of a Song-form there stands, asa rule, a com- 
plete Tonic Cadence. 

Furthermore: 

The melodic and rhythmic elements of a Phrase must be very closely re- 
lated ; 

The Phrases of a Part are organically related, but somewhat independent; 

The Parts of a Song-form are still kindred, but sundered, and often quite 
independent of each other, in certain outward respects. 


70. According to par. 694, the name ‘ Part’’ is given to any 
series of Phrases, in comparatively unbroken succession, extending 
up to a cadence of sufficient force to check both the harmonic and 
melodic currents, and so to complete the musical purpose of that 
section as to set it temporarily apart; but not of sufficient culminat- 
ing force to dispel the natural expectation of a following, kindred, 
section, which may more fully consummate and confirm this musical 
purpose. 


(a) It is possible, as already hinted, that one single Phrase, 
when of sufficiently opulent character, and especially when repeated, 
might constitute an entire Part. But it is not probable; and ex- 
amples of so small a Part, excepting when occupying an interme- 
diate position, between larger Parts, are rare. See Ex. 74; and 


Ex. 78. 


(b) As a rule, therefore, the ‘‘ Part’’ will contain at least two 
Phrases; and may contain as many more as the limitation dictated 
in par. 696 will admit. In a word, each of the designs explained in 
the first Division of this book,—from the repeated Phrase up to the 
enlarged Double period,—represents the elements, and is an example, 
of the Sizgle Part. And it is perfectly proper to speak of them 
as the ‘‘One-Part’’ forms. 


CHAPTER IX. 
THE TWO-PART SONG-FORM. 


71. In the Two-part Song-form, or, as it is also called, the 
bipartite form, there are two such Parts; usually, though not 
necessarily, of corresponding general character and design, but effect- 
vally disconnected from each other by a cadential interruption. 
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72a. Of these, the Frrsr Part, as already stated, may con- 
sist of a Repeated Phrase (rare); a Period, regular or extended; a 
Double period, regular or extended; or a Group of Phrases. It is, 
perhaps, most commonly a Period, and regular in structure, in 
keeping with the principle enunciated in par. 53 (which review). 


The First Part of a Song-form is the ‘‘statement”’ of the leading musical 
thought,—the motive, text, or subject; which, while it must be sufficiently 
impressive, interesting, and pregnant to excite attention and give gratification 
by itself, should depend chiefly upon the following Part (or Parts, if there be 
more than two) for its development, elaboration and corroboration. 


The First Part may be, and very commonly is, repeated. 


(b) The Cadence of the First Part, as stated in par. 696, will 
be made, as a very general rule, upon some Tonic harmony, in its 
strongest form, and in strongest rhythmic location. It may be (in 
the order of preference) : 


(1) The Tonic of the Dominant key, in a Song-form beginning 
in major; 

(z) The Tonic of the Relative key, in a Song-form beginning 
in minor; 


(3) The Tonic of the Original key itself. 


(4) Or it may be the Tonic of some other Next-related key; i.e., the Dom- 
inant from minor, or the Relative from major,—instead of the opposite, as 
given above; further, the Relative of the Dominant; more rarely, the Relative 
of the Subdominant key; and, most rarely, the Subdominant key itself; pos- 
sibly some Remotely-related key, as the ‘‘ Modulatory Stride’’,” or one of the 
‘*Mediant’’* keys. 


(5) Other Cadence-conditions, to be avoided here, are explained in par. 93, 
to which brief reference may be made. 


(c) The general modulatory current of the First Part will be 
determined by the choice of Cadence. Review, in this connection, 
par. 37, recollecting that in a 2-Part form the First Part is an 
‘‘Antecedent’’, simply magnified in dimension. 

But, within this general modulatory design, there exists the 
opportunity for transient modulations, more necessary here than in 
smaller forms, because the increase in dimension magnifies the 
simpler Chord-relations into Key-associations. But see par. 72a, 


— 


*See the Author’s ‘‘ Material used in Mus. Composition’’, p. 149, amd p. 155. 
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second clause; and avoid overloading the /7rs¢ Part with harmonic 
and modulatory color. See also par. 94. 


73a. The Szconp Parr, in the 2-Part Song-form, is probably 
most prone to assume the same form, or Jength, as its First Part, 
though many digressions from this condition of symmetry are pos- 
sible and common. In case of differentiation, the Second Part will 
almost certainly be the longer of the two. 


Like Part I, the Second Part may be repeated. 


(lb) In character, the Second Part must maintain fairly close 
agreement with its First Part; not, by any means, servile ¢hematic 
relations (i. e., in respect of melodic design), but close formative 
connection (in respect of general harmonic character, rhythmic 
character and technical style). As Part I is an ‘‘Antecedent’”’, 
Part II is its ‘‘Consequent’’; therefore, a certain impression of 
consistent opposition between the two Parts should be created, such 
as distinguishes, on a smaller scale, the Period-relation. This is 
very frequently effected by basing the first member of Part II upon 
the Dominant harmony, in opposition to the Tonic basis upon which 
Part I starts out. 

In other words, while CADENTIAL SEPARATION is necessary, no radical 
change of CHARACTER should be perceptible in passing out of the First Part 
into the Second. See par. 69, the very last clause. It is precisely such a dis- 
tinct alteration of style, that ushers in a new ‘‘ Subject’ or new ‘‘ Song-form”’ 
(like the ‘‘ Trio”’ in the Minuet,—pars. 117, 119,—or the ‘‘ Subordinate Theme” 
in the Rondo and Sonata-Adlegro forms). The end of the First ‘‘ Part’? is suffici- 
ently marked by the complete cadential break, demanded in par. 72b; but 
the condition of coherency and consistency, uniformity of style and general 
character, should prevail throughout all the component Parts of a Song-form. 
On the other hand, as already stated, the ¢hematic (melodic) conduct may 
be as independent as is desired, and a certain amount of individuality is quite 
essential. 


(c) The Second Part ends with the complete Tonic perfect 
Cadence, in the original key; probably emphasized by a Codetta, 
or, at least, by an extension at the end of the final Phrase. (See 
par. 796 and c.) 

In its modulatory design, the Second Part will be found, in the 
most perfect models of the 2-Part form, to incline toward the lower 
(i.e., Subdominant) keys,—just as the First Part favors the higher 
(i.e., Dominant) direction. 
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Two-PArRT SONG-FORM, PrimAry DssIGN. 


74. The type of the primary 2-Part Song-form (the design 
out of which it is evolved) is the Double period, especially that of 
contrasting construction, in which the continuity insisted upon in 
par. 62 is disturbed by a cadential break in the center, so complete 
that it resolves the ‘‘ Oze-Part’’ Double-period form into a ‘* Zwo- 
Part’’ Song-form. (See pars. 66, and 62.) 

Hence, the Primary design of the 2-Part Song-form is that in 
which each Part is in the ordinary Period-form, with or without 
repetition. 


Examine the following illustrations of this Primary design scrupulously, 
testing the minutest traits as they may be borne upon by the conditions 
enumerated in paragraphs 71, 72 and 73: 


Moderato. 


—poltyd gl * 
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*1r) An unusually brief (light) Semicadence. 

*2) This is a complete Tonic Cadence in the Dominant key, of such 
weight and emphasis as totally to sever all purely external connection between 
the two Periods, which, consequently, represent here two Parts. (Compare 
par. 634, last clause.) 

*3) The Second Part starts out from the Dominant, while Part I began 
upon a Tonic basis. 

*4) The ‘‘consistent opposition’’ of the Parts, mentioned in par. 736, is 
clearly illustrated here by the rhythmic form of this first measure, which cor- 
responds to that of the second measure in Part I. Thus, while the rhythmic 
figure of the very first measure of the Song-form becomes the rhythmic type of 
Part I, that of the second measure characterizes the greater portion of Part 
Il; and the first two ‘measures’ constitute the rhythmic germ of the two 
‘* Parts’’. This is consistent Musical Form. 

*5) Here the Subdominant inclination of the Second Part (par. 73c) mani- 
fests itself. 


Andante sostenuto, 
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MENDELSSOHN, *3) 


*r) A complete Tonic Cadence in the Relative key; see par. 720 (2). 

*2) In its thematic (melodic) aspect and style, this Second Part closely re- 
sembles its First Part. But ‘‘consistent opposition’’ is nevertheless obtained 
by enlarging the ove-measure Sequence of Part I, to a fwo-measure Sequence 
in Part II. 

*3) Theme of the ‘‘ Variations sérieuses’’, op. 54. See also the individual 
Variations, which, while they nearly all preserve the 2-Part design, present 
many instructive modifications in the treatment of the Cadences; viz., the 
Cadence at the end of Part I is always bridged over, sometimes reduced to a 
Semicadence, and is therefore more vague than in the Theme,—especially so 
in Var. 1, 2, 6 and 13;—Var. 3, 4, 7, 9, 11, 12 and 14 all approach the Double- 
period form, because the middle Cadence is not strong enough to divide the 
design into two Parts ;—Var. 10, 15, 16 and 17 approach the form of a Group 
of Phrases;—In Var. 5, 8 and 16, the middle Cadence is altered to a different 
key ;—In Var. 14, being Major, the Dominant (Semi-) Cadence is used. 

See also: Cuopin, Mazurka No. 50 (Peters ed.) first 32 measures (each 
Part repeated). 

BEETHOVEN, 9 Variations in A major, Theme (by ParsrrLLo),—Second 
Part repeated. BEETHOVEN, Symphony No. 2, Larghetto, first 32 measures 
{each Part repeated). 

Haypn, Pfte. Son. No. 4 (Cotta ed.), Largo (final Cadence on Dominant, 
for an obvious reason); Pfte. Son. No. 5 (Cotta ed.), Presto, first 16 measures 
(two complete repetitions, the second one very much altered); Pfte. Son. No. 7 
(Cotta ed.), Finale, first 18 measures; Pfte. Son. No. 11 (Cotta ed.), first 16 
measures; Symphony No. 9g (Peters ed.), Andante, first 10 measures; Sym- 
phony No. 6 (Peters ed.), Axdante, first 32 measures (each Part repeated). 

ScHUMANN, ‘‘ Bunte Blatter’’, op. 99, No. 1 (Cadence of Part I some- 
what vague,—see par. 93); ‘‘ Waldscenen”’, op. 82, No.7 (‘‘ Vogel als Prophet ’’) 
first 18 measures (Codetta of 2 measures). 

BEETHOVEN, Pfte. Son. op. 28, ‘‘ Trio’’ of 3rd Movement (Part I repeated 
literally; Part II repeated with modification; melodic relation between the 
Parts unusually close); Pfte. Son. op. 57 (Appassionata), Andante, the Theme, 
and its Variations also. 


(hs IX very common,—almost characteristic,—trait of the 
2-Part Song-form, exhibited in many examples in musical literature. 
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consists in the similarity between the respective endings of the two 
Parts. 

Sometimes the resemblance is Zé¢eva/ (as in Ex. 73) ; sometimes 
the endings differ only in key (in case Part I does not close in the 
original key,—as Part II mzs?); in some cases there is only a gen- 
eral resemblance; occasionally the coincidence embraces the entire 
last Phrase of each Part; and again, on the contrary, it is very 
brief. 


This point of resemblance between the exdings of the Parts must not be 
confounded with that essential condition of parallelism which prevails at the 
beginning of each Period in the Double-period form (par. 64), for their respec- 
tive influences upon the formal conception are precisely opposite. The agree- 
ment at the beginning confirms and supports the coherency of the members; 
while the agreement of the endings, on the contrary, serves to emphasize their 
separation, inasmuch as the central cadence thus assumes a form and weight 
similar to that of the final cadence, and closes its Part as completely as the 
latter does the entire sentence. 


N. B. Very particular care must be taken to limit any such re- 
semblance as this strictly to the exding of the Parts, and to repress 
the tempting inclination to introduce, in the course of the Second 
Part, any member which exactly corroborates the beginning of the 
First Part/ Such a feature would transform the imagined 2-Part 
form into some variety of the Zhree-Part design. See par. 81a. 

For example: 
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*1) This is the comparatively rare termination of Part I with a perfect 
Cadence in the original key; see par. 72d (3). 

*2) The Theme of 8 Variations in Bh by BEETHOVEN (a popular German 
song). The parallel endings are indicated by the brackets. See also the indi- 
vidual Variations, and observe to what extent this structural feature is preserved 
in some of them. 

See also: BEETHOVEN, 9 Variations in C minor (March by DRESSLER), 
Theme, and all the Variations (resemblance covers the entire last Phrase, but 
involves transposition). 

Mozart, G minor Symphony, Finale, first 16 measures. 


EXERCISE 18. 


A. Write two examples of the 2-Part Song-form, Primary design, in 
Major; with scrupulous regard to the details of structure and cadence given 
in par. 72 and 73. 

Use some variety of duple time for one, and triple time for the other; and 
choose radically different style and tempo for each. 

REVIEW THE DIRECTIONS GIVEN IN EXERCISE 9. 


B. Write two examples of the same form and design in Minor, observing 
all the above directions; in one instance introducing the similarity of ending, 
explained in par. 75, and carefully guarding against the error pointed out in 
the final clause. 


Tuer DIMINUTIVE Two-Part SONG-FORM. 


76. As already declared in par. 70a, it is possible that a Part 
may consist of no more than one single Phrase, and, though 
naturally rare, such examples may be found. 

This may be true of either Part, or even, though still more 
rarely, of both. As usual, it is least likely to occur in the Second 
Part (par. 73@, last clause). 
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How difficult it is to impart sufficient contents to a stugle Phrase, and to 
separate it so positively from its companion as to establish its dignity and in- 
dependence as an adequate ‘‘ Part’’, the student will soon discover. Review 
par. 57, second clause, and par. 70d; and reflect to what extent, on the other 
hand, the continuity of Phrase-succession is maintained as One-Part form in 
some of the given illustrations of the extended Double period, the Phrase- 
Group, and the Quadruple period. 


The conditions are most favorable when the Phrase, thus made 
to represent an entire Part, is either of the large (8-measure) species, 
or broad in tempo and character; when it has a very firm Cadence; 
and when it is repeated. For illustration: 


Andante. 
a 


Part IT. aT Raia 
—— = 6 = 
Bes: ee —— 
~~ 
pp cresc. 
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BEETHOVEN. 


2 tips af Re ne ph *D 
fae 


*1) This is an unusual example of the 2-Part form, each Part of which is 
only a 4-measure Phrase. But the breadth of character and contents, the com- 
paratively moderate tempo, and the regetition of each Part, establish the form 
beyond question. (There is even a remote possibility of assuming the Period- 
form, instead of Phrase, in each Part; compare par. io.) It is to be found in 
BEETHOVEN’S Pfte. Son. op. 27, No. 1, first movement, and must be referred to. 
The illustration here given covers the first 8 measures (or 9, with the second 
ending); the following 12 (13) measures illustrate exactly the same variety of 
the Diminutive 2-Part Song-form, the repetition of Part II being written out, 
on account of unessential modifications; the 16 measures which follow area 
recurrence of the above illustration, but with the repetitions written out and 
modified; these are succeeded by an Allegro-Theme (also 2-Part form, but 
‘‘irregular,’’ because the repetition of its Second Part is ‘‘ dissolved ’’—i. e. 
conducted, as Re-transition, away from its own key into that of the next 
Theme); then follows another recurrence of the first Theme, with still other 
varieties of modified repetition; a Codetta of 8 measures concludes the move- 
ment. 

See also: BEETHOVEN, Pfte. Son. op. 26, second movement, ‘‘ Trio ”’ 
(Part I an 8-measure Phrase; Part Il a Period).—Pfte. Son. op. 79, Andante, 
first 8 measures (Part I a Period, Part II a repeated Phrase); same Sonata, 
Finale, first 16 measures (Part II a repeated Phrase). 

BEETHOVEN, Io Variations in Bp (SaLrerr), Theme (Part I a repeated 
Period, with peculiar transformation of the Dominant Semicadence into a 
complete Cadence effect, by one measure of extension in the 2d ending; 
Part II only a Phrase, but extended); see also each Variation (—of Variation 
10, only the first 45 measures).—BEETHOVEN, Pfte. Son. op. 31, No. 1, Pondo, 
first 32 measures (Part II a repeated Phrase; the entire Song-form repeated 
and variated). 

ScHUMANN, Jugend-Album, op. 68, No. 23 (Reiterstiick); each Part 
repeated literally, and then the entire Song-form repeated, with modifications ; 
a long Coda follows. 

ScHUBERT Songs, ‘‘ Winterreise’’, No.5 (‘‘ Der Lindenbaum ’”’), measures 
9-24 (Part I is a repeated Phrase). 

Carey, ‘‘ God save the King ’’—(Part I a 6-measure Phrase). 


77. Reverting to par. 65, which review, attention must here again be 
drawn to the perplexing, but altogether natural and essential, points of exter- 
nal resemblance between different denominations of formal design. The 
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transitional stages from each one into the next higher, or larger, species are 
so imperceptibly graded, that positive definition becomes, at a certain stage, 
difficult and even impossible,—but also unnecessary. 

Thus, it has already been seen (and in the student’s subsequent personal 
analysis of compositions, many further proofs will be encountered), that both 
the Period-form and the 2-Part Song-form may consist of two Phrases; that, 
by inference, the extended Period, the Double period, the Phrase-Group (not 
to mention the unusual designs of the Period-Group and Quadruple period) 
might be greater, in temporal dimension, than some specimens of the structur- 
ally higher graded 2-Part Song-form; that the external resemblance between 
a Period in which each Phrase is repeated (Ex. 51), and a 2-Part Song-form in 
which each Part isa repeated Phrase (Ex. 74), is complete, save in respect of 
those few essential conditions upon which the distinction depends; that a 
contrasting Double period can often scarcely be distinguished from a 2-Part 
Song-form (see BEETHOVEN, 24 Variations in A, Theme); and so forth. 

The essential distinction between the ‘‘ One-Part’’ forms and the ‘* Two- 
(or Three-) Part ’’ forms is clearly stated in par. 734, second clause, and hinges 
mainly upon the idea of Separation (which is as possible among kindred, as 
among foreign members). Hence it is, that the repetition of either Part 
serves to individualize it and separate it from its fellow; that a sufficiently 
pronounced difference in character, assumed perhaps abruptly, will have the 
same effect; and that, finally, simple emphasis of Cadence may suffice, even 
in case of very close similarity of melody and style, to sever the Parts 
unmistakably. See also par. 93. 


EXERCISE 19. 


A. Analyze the following (doubtful) examples, and endeavor to deter- 
mine whether the form is Two-Part or One-Part, and, if the latter, exactly what 
species; pars. 93 and 104 may be referred to for additional clues: 

BEETHOVEN, Pfte. Son. op. 10, No. 1, first 30 measures.—Pfte. Son. op. 
10, No. 3, ‘* Trio” of Menuetto.—Pite. Son. op. 13, Finale, first 17 measures.— 
Pfte. Son. op. 31, No. 1, first 30 measures.—Pfte. Son. op. 79, first 24 
measures. 

MENDELSSOHN, Caprice, op. 16, No. 1, Andante section, 

ScHUMANN, Songs, op. 24 (‘‘ Liederkreis’’), No. 8. 

Grize, Lyric Pieces, op. 12, No. 2, measures 1-18. 


B. Write two examples of the Diminutive 2-Part Song-form (par. 76), 
one in major and one in minor; one in Adagio, the other in Allegretto tempo; 
one in duple, the other in triple time. 
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CHAPTER X. 
THE FULLY DEVELOPED TWO-PART SONG-FORM. 


78. Here, all likelihood of a misconception of the form 
(touched upon in par. 77) is precluded, because of the dimensions 
generally reached, and the consequent opportunity, and even 
necessity, of more distinctly individualizing and separating the two 
Parts. 

The conception of Part I will not differ in any other respect 
from par. 72a, 6, c (which review) than in that it will surely never 
be less than Period-design, and may be larger. 

But the structure of Part II, while naturally adhering to the 
conditions defined in par. 73a, 4, c (which review), will, in the 
fully developed form, usually be more elaborate (longer, and with 
more extensions) than in the smaller varieties explained in the 
preceding chapter. 

The designation ‘‘ Fully developed ’’ may be construed as applying to all 
examples of the 2-Part Song-form in which each Part is at least a Period, and 
to some degree extended. Commonly, it is true, wider differentiation of the 
Parts, in favor of greater length and independence of the Second Part, will be 
observed, 


79a. The Extension of the Two-Part Song-form by repe- 
tition of either Part, or of each Part, or of the extire Song, has 
already been indicated in the text, and encountered in some of the 


quotations. 

The ‘ Variations’ upon a 2-Part Theme, cited above, may be regarded as 
‘* modified repetitions’’ of the entire Song-form; in a broader sense, however, 
than the pupil should undertake to exemplify for the present. 


(b) Besides this means of enlargement and development (to 
which may be added all the other ordinary varieties of extension zz 
the course of a Phrase, or of a section of any kind), there are also 
those adjuncts of a more external nature, represented by 

the Introductory Phrase, 
the Prelude, 

the Codetta or Coda, and 
the Postlude. 
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(Cc) It is only necessary to remember that these auxiliary mem- 
bers become more and more desirable, and are apt to assume 
greater length, the larger the form to which they are attached. 
Thus, the Introductory member of a 2- or 3-Part Song-form, will 
probably, though by no means certainly, be longer, and perhaps 
more independent, than that of a One-Part form. 


Review pars. 44, 45; and see MENDELSSOHN, ‘‘ Songs without Words”’, 
No. 6, first 7 measures; No. 23, first 6 measures. In both of these cases the 
Introducticn or Prelude takes a more active part in the plan of the whole, thar 
in some of the other ‘‘ Songs without Words’”’ to which reference has been 
made; and it will be observed that they recur at the end, as Codetta or 
Postlude. 


And, furthermore, the comparatively brief ‘‘ Codetta’’ or 
Postlude added to a Period, or Double period (pars. 51, 52, 68a), 
becomes sometimes a complete ‘‘ Coda’’ even in the 7wo-Part Song- 
form; while in any still larger form this enlargement is all the 
more probable. 

The details of the distinction between Codetta and Coda are given at 
length in par. 98, to which reference may be made, although the formation 


and employment of the Codetta or Postlude must yet be restricted to the 
directions hitherto given. 


Illustration of the fully developed 2-Part Song-form : 


| 
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*r) Gavotte from the 6th French Suite. (The present author is respon- 
sible for the phrasing and marks of expression.) Part I is a regular parallel 
Period, with perfect Cadence in the Dominant key, according to the rule. 
Part II is a Group of 3 Phrases, exhibiting the usual ‘traits of established 
form: the outset upon the Dominant harmony; the inclination toward the 
Subdominant key in the center, and again near the end; and the general simi- 
larity between the respective endings of the two Parts (more common, by the 
way, in older than in modern music). 
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See also: BEETHOVEN, Bagatelle, op. 119, No. 8.—BrETHOVEN, 8 Vari- 
ations in F major (SissMayr), Theme; 33 Variations in C major, op. 120 
(DraBEL_t), Theme, and also the Variations (each Part a Double period; very 
similar endings). 

Mozart, Pfte. Son. No. 3 (Cotta ed.), Andante, first 20 measures 
(design exactly like that of Ex. 75; the 16 measures which follow are a 2-Part 
Song-form of Primary design). 

Haypwn, Pfte. Son. No. 8 (Cotta ed.), last Movement, ‘' Trio” (here Part 
I is the larger design of the two, being a Group of 3 Phrases, while Part II is 
Period-form; but the number of measures is equal). 

ScHuUBERT, Pfte. Son. No. 9, Andantino, first 32 measures (an extraordi- 
nary example; Part I a Double period; Part II almost identical with Part 
I in its melody, but harmonized chiefly in the relative key, and contracted,— 
by which means it sufficiently establishes its identity asa separate Part; a com- 
plete repetition, with 4 measures of Plagal extension, follows). 

Cuopin, Mazurka No. 45 (op. 67, No. 4), first 32 measures (each Part 
repeated, Part II literally; Second Part a Double period). 

Cuopin, Nocturne No. 10 (op. 32, No. 2), ‘* Piz agitato”’ (42 time; 
Cadence of Part I very vague, but sufficient, under the circumstances; the 
entire Song-form is sequentially reproduced, a half-step higher, and led with- 
out cadence into the following section). 

More elaborate and extended illustrations will be found in MENDELSSOHN, 
Scherzo a capriccio in F¥ minor, first 36 measures (Part I a little longer than 
II) ; the ensuing ro measures are a Codetta, repeated and extended; and the 
next 32 measures are again in the 2-Part Song-form.—MENDELSSOHN, ‘‘ Songs 
without Words’’, No. 6, entire MENDELSSOHN, op. 72, No. 2, entire 
(4-measure Prelude and Postlude).—MENDELSSOHN, Etude in @ minor, op. 
104, No. 3, entire (Part Ian extended Double period—possibly Single period; 
Part II Double period, or, more probably, a Group of 4 Phrases, No. 4 
reproduced, Cadence somewhat vague; Coda 1344 measures, to end). 

CuHopiIN, Mazurka No. 25 (op. 33, No. 4), entire section up to signature of 
5 sharps (Part I, extended Double period, repeated; Part II, Period with 
repeated Antecedent and extended Consequent; entire Song-form repeated 
literally). 

BRAHMS, op. 117, No. 3, first tempo (each Part a slightly expanded Period; 
entire Song-form repeated, with modifications). 

ScuHuBERT, Impromptu, op. go, No. 3, first 48 measures (Part II repeated); 
also the following 53 measures (Part I has a 4-measure Codetta, repeated). 

Bacu, Well-tempered Clavichord, Vol. I, Preludio No. 8 (Ep minor),— 
Part I, a group of 4 regular Phrases, resembling Double period; Part II,a 
Group of 3 Phrases, to which 2 others are added, after a striking evasion of 
the expected perfect Cadence (im measure 29); Codetta, 344 measures. 
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80. From the fully-developed 2-Part Song-form, of the 
extent exhibited in the illustrations last cited, it is only one further 
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step into that Larcz 2-Part Form out of which the Sonatina- 
form emerges, and to which the latter probably owes its origin. 
The demonstration of this Higher form must be reserved for a later 
volume, as the student is not yet sufficiently equipped for its suc- 
cessful manipulation. He is to make no other use of the Large 
2-Part Song-form at present than to analyze the following ex- 
amples. It will be observed that each Part is allied to the Phrase- 
group form, usually with a Codetta; and that the parallel structure 
of the endings (cited in par. 75,—Ex. 73) generally extends over 
the entire second half of each part,—often more. 

See Haypn, Pfte. Son. No. 3 (Cotta ed.), Larghetto; Pfte. Son. No. 2 
(Cotta ed.), Adagio; Pite. Son. No. 11 (Cotta ed.), Adagio (a Coda of 15.0r 
16 measures is added).—DomeENIco SCARLATTI (BULOW’S revision, Peters ed.), 
Suite I, ‘‘Sarabande’”’ (Part I, extended Double period; Part II, group of 
Phrases) ; same Suite, ‘‘ Burlesca’’, ‘‘ Menuetto”’, ‘‘ Gigue’”’ (with brief Coda), 
and ‘‘ Toccata ’’.\—HuMMEL, Pfte. Son. No. 1 (op. 2), Adagio (brief Coda).— 
J. S. Bacu, Well-tempered Clavichord, Vol. II, Preludio No. 15 (G major).— 
BrauHms, Intermezzo, op. 76, No. 3; this example is very diminutive, it is 
true, but can scarcely be assigned to any other class of forms than that of the 
‘embryo Sonatina’’; (Part I, 10 measures, Codetta and Retransition 5 
measures, Part II similar); it approaches the ‘‘ Large Double period’’ with 
Codetta to each Period. 


EXERCISE 20. 


A. Write two examples of the fully-developed 2-Part Song-form; one 
of them in major and the other one in minor; one in Andante, the other in 
Allegro tempo; one in duple, and the other in triple time; the second one 
considerably larger than the first one. Add a Codetta to each. Observe the 
directions given in par. 78. 

For this work, one of the Periods invented in Exercise 9 might be utilized. 


B. Write athird example, with free choice of all conditions; but with 
either an Introductory Phrase or a Prelude, and either a Codetta or a Post- 
lude.—Again, some former Period-form may be used. 


CHAPTER XI. 
THE THREE-PART SONG-FORM. 


81a. The ruling principle of all 3-Part (or, as they are often 
called, ¢ripartite) Forms is, the Return to the Beginning, or to the 
first (or principal) thematic section. 
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In order to be an unmistakable and perfectly genuine Return, 
it can only succeed an equally genuine and positive DEPARTURE; 
and this Departure is embodied in the correspondingly distinct 
Second Part, which intervenes between Part I (the definite 
STATEMENT) and Part III (the RecurrENCcE of the Statement). 


(b) This specific return to the beginning, or, more properly, this recur- 
vence of the first thematic member as a distinctive trait of the 3-Part forms, 
must not be confounded with those examples of apparently similar recurrence 
that have been seen in repetitions, and in the.Period and Double period of 
parallel construction. For instance, in Ex. 25 the initial melodic member is 
observed to recur in the 5th measure; but this initial member is connected 
with all that follows during 4 measures, exactly as in the preceding 4 measures, 
so that the contents of measures 5, etc., are an immediate repetition without 
any intervening digression or definite Departure. And even in Ex. 31, where 
there 7s an intermediate passage between the first Phrase and its recurrence as 
repetition, it is merely an ‘‘Interlude,’? with none of the elements of a 
“Departure.’’? See the last clause of par. 20. 

In Ex. 46 the recurrence, in measures 5, etc., of the first members (con- 
tained in measures I to 4) is again an zmmediate reproduction, not separated 
by an intermediate Departure. The same is the case in Ex. 67, though there 
is much more reason for misconception here than in the smaller examples, 
because something really appears to intervene between the first melodic 
member and its recurrence in measures 8, etc.; but this intervening section, 
while it is an entire Phrase (Phrase 2 of the parallel Double period), is un- 
interruptedly connected with the first Phrase, and does not constitute that 
degree of ‘‘ genuine and positive Departure’? upon which the ‘ Return’’ 
depends, as distinctive condition of the 3-Part forms. Here, again, it is 
simply a question whether the form is only ‘‘One-Part,’’? or more; and the 
decision, as shown in par. 77, depends upon the degree of separation, which 
either is, or is not, sufficient to define a genuine Departure. Comparison of 
the above example (67) with Ex. 76, where the interruption is complete, will 
make this plain. 


(C) The influence which this leading principle exerts upon the 
conception of the Second Part, is obvious. In the 2-Part forms, 
Part II was found to be a codrdinate companion to Part I, carrying 
on the development of the melodic purpose with preponderant 
parallelism of design, as ‘‘ continuation ’’ of the musical sentence ; 
and keeping the perfect cadence of the original key in view, as 
final aim. 

But in the 3-Part forms, on the contrary, Part II is not so much 
a continuation as it isa ‘‘digression’’; it is not codrdinate with 
Part I, and the idea of opposition will be more likely to predom- 
inate than that of parallelism; it is not a fiza/, but an ixter- 


? 
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mediate section of the form, and does not tend to a point of rest, 
but strives (from the moment when its identity as ‘‘ Departure ”’ 
has been assured) to regain, or lead back into, the original melodic 


current, 1. e., to prepare for the recurrence of Part I. See pars. $7 
and 88. 


Tuer THREE-PART PERIOD. 


82. The embryo of the 3-Part Song-form is a diminutive 
design, which embodies all the essential conditions of the fully 
developed form, and for which the term THrrEE-Partr PERIOD 
seems most appropriate.* 

It bears the same proportion to the full 3-Part Song-form, that 
Ex. 74 does to the full 2-Part Song-form, inasmuch as each of its 
three sections is only a Phrase. The feasibility of this diminutive 
design is indirectly demonstrated in par. 76, which review. 

The designation ‘‘ Period” instead of ‘‘Song-form’’, though somewha 
inconsistent, is justified by the resemblance of this form to the different varie- 
ties of Periods extended to the sum of three Phrases (i. e., Period with Conse- 
quent repeated, or Consequent-group; Period with Antecedent repeated, or 
Antecedent-group), in each of which a reduction of the three Phrases to two is 
possible. The impossibility of such a reduction in the ‘‘ Phrase-group’’ is 
the very reason why the latter could not be spoken of asa ‘‘ Period”’ (Ex. 63, 
note *4)). 


83a. In the genuine 3-Part Period (as type of the corre- 
sponding Song-form) the First Phrase ends with a perfect cadence, 
either in the original key, or in some next-related key; and it is 
generally repeated. 

The Second Phrase ends, as a rule, upon the Dominant har- 
mony, because that is the most favorable point from which to regain 
the Tonic harmony with which the first Phrase (presumably) began. 
Phrase II is not repeated alone, as a rule. 

The Third Phrase is a more or less exact reproduction or re- 
currence of PhraseI, At least the first member should thematically 
corroborate that of the first Phrase. Phrase III is not repeated 
alone, but Phrases II and III are frequently repeated together 

For example: 


*The designation ‘‘ Diminutive 3-Part Song-form” might seem more appropriate than 
“3-Part Period”’, from analogy with par. 76. But the latter is, for valid reasons, never- 
theless the preferable term. See Ex. 76, Note *1). 
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qT 6. Phrase I, P 


*1) The weight of this perfect cadence is sufficient to detach the Phrase 
positively from those which follow, and to make it as completely a Part as is 
the case with the first Phrase in Ex. 74. This betrays the sole comparative 
inconsistency of the term 3-Part Period, to which reference has been made, 

*2) The cadence of Phrase II is made at this point, upon the Dominant 
harmony, and is so bridged over as to lead without the slightest check (almost 
like an Introduction) into the initial motive of Phrase I,— now Phrase III. 


Par. 83b. THE THREE-PART PERIOD. 133 


*3) The first ending of Phrase III (which is a //teral recurrence of Phrase I) 
is as conclusive as at first; 

*4) but in the second ending the perfect cadence is evaded, and spun out, 
in Chain-phrase formation, into what, for convenience, may be called a Codetta. 

See also: ScHUMANN, ‘‘ Album-Blatter’’, op. 124, No. 2 and No. 9 \con- 
taining all the repetitions). : 

ScHUMANN, ‘‘Jugend-Album’”’ op. 68, No. 1 (all the repetitions); No. 10, 
F major (Phrase II only 2 measures; all repetitions); No. 17, A major 
(Phrase III modified and extended ; Codetta, 9 measures). 

BEETHOVEN, Bagatelle, op. 33, No. 4, first 16 measures (all legitimate 
repetitions); Bagatelle, op. 33, No. 6, first 20 measures (Phrase III is repeated 
alone, like Phrase I, before the repetition of Phrases II and III together begins). 

BEETHOVEN, Pfte. Son. op. 2, No. 2, the ‘‘Trio’’ of the 3rd movement 
(8-measure Phrases). 

Hayopwn, Pfte. Son. No, 12 (Cotta ed.), Presto, measures 25—44 (Phrase I 
repeated; Phrase III modified, and extended to 8 measures). 

Cuoprin, Nocturne No. 16 (op. 55, No. 2) first 12 measures (a superb illustra- 
tion; Phrase II closes with decided cadence upon the Dominant of the relative 
key, and the remainder of the measure,—the 8th,—is retransitional ‘‘ bridging” 
of the cadence-measure;}; the first measure of Phrase III is a somewhat disguised 
recurrence of the beginning, but unmistakably the same member; and the rest 
of the Phrase is a correspondingly ingenious ornamentation of Phrase I). 

Cuopin, Mazurka No. 4 (op. 6, No. 4), each Phrase repeated—even the 
Second one; Cuopin, Mazurka No. 9 (op. 7, No.5), each Phrase repeated; 
Phrase Il a simple transposition of Phrase I into the Dominant key; Phrase 
III a literal ‘‘da capo,” and, as expressly stated, running on ‘‘ without end.” 


(b) Other, more irregular, varieties of the 3-Part Period afford 
perhaps greater justification of the denomination ‘‘ Period,’’ but 
resemble the genuine 3-Part forms all the less. In all of these cases, 
it is true, the Third Phrase is substantially the same as the First 
one, but the condition of the cadences does not conform to the 
rules given in par. 83a. For illustration: 

Moderato. | 
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*r) The First Phrase closes, irregularly, with an imperfect cadence (the 
chord-third in Soprano); but it is of ample weight to define the termination of 
its Phrase, and it will be observed that the same imperfect cadence recurs 
at the very end,—a peculiarity of certain Folk-melodies. 

*2) This cadence is exactly the same as that of Phrase I; therefore it 
furnishes no sufficient proof of the qualities which identify the ‘‘ Second 
Phrase’’ of a tripartite form, and even seriously disturbs the coherent connec- 
tion with, and 7mudse into, the Third Phrase (par. 83a). But, notwithstanding 
this default in its preparation, Phrase IIT is clearly recognizable as a Recurrence 
of Phrase I, chiefly because of its distinct rhythmic character. 

See also: SCHUMANN, “‘ Jugend-Album”’ op. 68, No. 19, @ minor (Phrase I 
closes with a Dominant semzcadence; Phrase II is only 2 measures long; the 
beginning of Phr. II] is disguised; all the legitimate repetitions occur); No. 
38—‘‘ Winterzeit, I.’’—(Phrase I ends with a sem/cadence; Phr. III considerably 
altered in its second half; all repetitions) —ScHUMANN, ‘‘Album-Blatter”’ op. 
124, No. 13 (instead of repetiticn, Phrase I is reproduced as sequence; Phr. II 
closes with the same imperfect Tonic cadence seen in Example 77; Phr. III is 
an extended Recurrence of Phrase I). In this case the designation Phrase- 
Group would be admissible, and doubtless even more accurate. 

Cuopin, Nocturne No. 7 (op. 27, No. 1), first 26 (28) measures. Each 
Phrase is repeated, even the Second one, alone. The repetition of Phr. I 
closes with an expansion of the penultimate cad.-chord, and is interlocked 
with the beginning of Phr. II by an Elision; Phr. II, and its repetition, end 
with a full cad. upon the Tonic of the original key! This almost totally severs 
its connection with Phrase III, which consequently, though an almost exact 
reproduction of Phr. I, assumes rather the character of a Coda. To this 
example, also, the conditions of the Group of Phrases, given in par. 58, appear 
to apply more exactly than do those of the 3-Part Period. 

BRAHMS, op. 118, No. 4, first 16 measures (closes with semicadence; Phr. 2 
extended). 

These more irregular examples all point to the fact that the similarity 
between Phrase III and Phrase I, while corroborating the ruling principle of 
the 3-Part designs, is not enough, 7” 7¢se/f, to establish the legitimate ‘‘ 3-Part 
form.’? For instance, this very likeness appears plainly in the parallel 
“ Double period,’’ as emphasized in par. 815. It is only when associated with 
other characteristic conditions, that this structural trait becomes a perfectly 
valid factor of the tripartite design. And it must be remembered, that it is 
only because the absence of these other conditions is more easily accounted for 
and excused in smaller designs, where quick comparison is possible, that such 
irregular and almost indefinable forms as those last cited can exist. In the 
fully developed 3-Part forms there is far less likelihood of such confusing 
irregularities, and therefore the ‘‘ Return to the beginning’’ may be accepted 
as an unfailing proof of the identity of the forms under present consideration, 


EXERCISE 21. 
A./ Write two examples of the regu/ar 3-Part Period, one in major and 
one in minor; choosing a different time, tempo and character for each; and 
adhering strictly to the directions given in par. 83a. 
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For this exercise, choice may be made among the Phrases invented in 
Exercises 1 and 2. 


B. Write a third example, with modified repetitions as prescribed in the 
legitimate designs; and with a partial change in the formation of Phrase III 
(as compared with Phrase I); also add a Codetta. 
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84a. In this design the First Part is at least a full Period, 
while Parts II and III each still adhere to the diminutive form 
of the Phrase. The term ‘‘ Song-form’’ must be adopted, because, 
as soon as any one of the three sections assumes the Period-form, it 
becomes a full ‘‘ Part,’’ and it is no longer consistent to speak of the 
whole as a 3-Part ‘‘ Period.”’ 

(b) In its details, the Incipient 3-Part Song-form corresponds 
to the schedule given in par. 83a, only excepting the enlargement of 
Part I, cited above; namely: 

Part I is a Period, of any variety, (possibly, though rarely, 
anything larger,) and with a complete Tonic cadence in the original 
key, or in the Dominant key (if major), or Relative key (if minor), 
or perhaps in some other related key. 

Part II is only a Phrase (possibly extended), with a very definite 
Dominant cadence that strongly suggests, and leads into, the first 
thematic member of the First Part. 

Part III also is only a Phrase; therefore it is not a complete 
Recurrence of Part J, and discrimination must be exercised, that, 
in thus abbreviating the contents of the First Part, the ruling con- 
dition of tripartite form be not sacrificed: Under all circumstances 
Part III must, at its beginning, distinctly confirm THE BEGINNING 
oF PartI. If Part I be a Period of parallel construction, Part III 
may appear to be a recurrence of the second Phrase of Part I, 
inasmuch as the beginning of that Phrase will then correspond 
to the beginning of the whole. But if Part I be a period of con- 
trasting construction, then Part III must corroborate the first Phrase 
(partly or entirely), and may not resemble the second Phrase at all. 
It is not necessary to specify just how much of Part III may or must 
be derived from the First Part; but, as a rule, at least one full 
measure, or one complete melodic member, should agree with the 
initial measure or member of Part I. The remainder of Part III 
will be dictated by the course of the ‘‘highway to the perfect 
cadence ’’ (defined in paragraphs 6 and 7). For example: 
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Grazioso. 


Part I. (Period). ot z 2 \ 
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BEETHOVEN. *1) 


*r) Pianof. Sonata op. 2, No. 2, Fizale. Part lisa parallel Period, with 
a very striking initial member, the recurrence of which is therefore quickly 
recognizable. It closes with a perf. cad. in the Dominant key. The Second 
Part is in reality only a 2-measure Phrase, made four by repetition. Part III 
appears, at first glance, to be a recurrence of the second Phrase of Part I, 
but on closer examination it proves to be much more nearly identical with the 
first Phrase,—excepting, of course, that it terminates with the regular perfect 
cadence. But even if it did resemble the 2nd Phrase more than the Ist, the 
“Return to the initial member’? would be unmistakably defined; and the two 
Phrases of Part I, constituting a parallel Period, represent in total substance 
but little more than one Phrase, anyway. 

See BEETHOVEN, the same Sonata (op. 2, No. 2), Largo, the first 19 
measures, Here the derivation of Part III from the first Phrase of Part I 
is indisputable, for the construction of the latter is chiefly contrasting. Part II 
ends with the usual Dominant cadence, and the cadence-measure is so bridged 
over as to lead very smoothly into the initial member. Part III is extended to 
7 measures, but remains a ‘‘Phrase’’ in form. 

In BEETHOVEN, Pfte. Son. op. 7, Fizale, first 16 measures, the resemblance 
of Part III to the second Phrase of Part lis stronger. But there is no doubt 
that the impression conveyed is that of a ‘‘ Return to the initial member.” 
With this idea established, there is no danger of confounding the Incipient 
8-Part form with that variety of the 2-Part form in which the Parts have 
only a similar ending, See Ex, 78, and the N. B. immediately preceding tt. 

See further: BEETHOVEN, Pfte. Son. op. 14, No. 2, Andante, first 16 meas- 
ures (Part III corroborates the first Phrase of Part I, excepting the Cadence; 
a Codetta of 4 measures follows).—BrrTHOVEN, Pfte. Son. op. 49, No. 1, 
Finale, first 16 measures (Part III is an almost exact copy of the second Phrase 
of Part I, but the construction of the latter is parallel)—BEETHOVEN, Pfte. 
Son. op. 2, No. 1, Adagio, first 16 measures (a misleading example, open to 
difference of opinion; Part III is the corroboration of the initial member, 
in a disguised—though by no means unrecognizable—form).—A still more 
questionable example is BEETHOVEN, Pfte. Son. op, 22, mznore of the Menuetto; 
this is very probably 2-Part Song-form.—Further, BEETHOVEN, Bagatelle, 
op. 33, No. 3, first 16 measures (a very clear illustration); Bagatelle, op, 119, 
No. 4. 

ScHuBERT, Impromptu, op. 142, No. 3, Theme. 
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Mozart, Pfte. Son. 15 (Cotta ed.), Theme of last Movement; see also the 
several variations.—Mozart, Pfte. Son. 9 (Cotta), Theme of first Mcvement; 
here Part III almost exactly resembles the second Phrase of Part I—with an 
extension of 2 measures,—and represents, therefore, what might be regarded 
as the more questionable class of Incipient 3-Part Song-forms. What Mozart’s 
own conception of the ‘‘Idea’’ was, is however manifested in the succeeding 
variations, in all but one of which the resemblance of Part III to the first 
Phrase is very close, to the exclusion.of all but an allusion to the style of the 
second Phrase, in the added Extension.—Mozart, Fantasie and Sonata in 
C minor (Cotta ed. No. 18), Andantino, entire; all the legitimate repetitions 
are made, but written out and variated. 

Haypn, Pfte. Son. No. 4 (Cotta ed.), Fénzale, measures 21-40 (Parts II and 
III each extended to 6 measures); Pfte. Son. No. 8 (Cotta), Scherzando, first 
16 measures. 

Grise, Lyric Pieces op. 12, No. 3, first 16 measures (followed by repetition 
of Parts II and III).—Grixe, Ballade op. 24, Theme. 

Cuopin; Nocturne No. 1 (op. 9, No. I) measures 19-50; this example, 
(which contains all the repetitions), is again, on account of far more striking 
likeness of Part III to the second Phrase of Part I, one of the doubtful class; 
the evidence of a ‘‘ Return to the beginning” is, however, sufficiently striking 
to define the tripartite design. The same is true of Nocturne 10 (op. 32, No. 2), 
first 18 measures (2-measure Prelude). In par. 100 may be found another 
possible classification of these two, and all similar, examples.* 


*The classification of Ex. 78 (and the illustrations in the additional refer- 
ences) among the 3-Part forms, differs from the analysis hitherto adopted by 
other writers, who rank them among the 7wo-Part forms. Though this is not 
the only question upon which the present author holds a different opinion 
from that of other theorists, it is the only one to which a few words of defence 
are devoted. It appears obvious, from the great diversity of dimensions that 
the pupil has already observed to exist within one and the same structural 
design, and from the confusing similarity of size often attending entirely dif- 
ferent forms, that dimension and proportion alone cannot be reliable criteria, 
and that, therefore, the classification of the various designs must depend rather 
upon the sdea embodied in them. For this reason a distinction appears to be 
necessary between the Secrions of a form (which are the more mechanical 
divisions), and the Parts (which are the ideal divisions). In every 3-Part 
Song-form a division into two sections will be observed, thé first of which agrees 
with the first Part, while the 2nd section embraces both Parts II and III, which 
are so inter-dependent in the ‘‘idea”’ of the tripartite form, that their separa- 
tion would violate its chief condition. The mere accident that, in the above 
Example (78), this 2nd section,—Parts II and III,—is precisely the same size 
as the first section, is not sufficient proof of the 2-Part form; for ‘‘ Section”?’ 
and ‘' Part’’ are not the same unless they are identical in the rdea they embody. 
U it be contended that the single Phrase is not enough to represent a Second 
Part, proof to the contrary may be found in BEETHOVEN, Pfte. Son. op. 49, 
No. 2, Finale, first 20 measures; Haypn, Pfte.Son. No 12 (Cotta ed.), Finale, 
first 24 measures; each of these is a fuli 3-Part Song-torm, in which Part II is 
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(Cc) Ilow easily the Incipient 3-Part Song-form may be evolved 
out of the 3-Part Period, isseen in such examples as BEETHOVEN, 
Bagatelle op. 33, Nos. 4 and 6 (both cited after Ex. 76 as illustra- 
tions of the 3-Part Period), in which the modified repetition of 
the Phrase that constitutes Part I, is so seductively suggestive of the 
parallel Period, especially in No. 6, where Part III reproduces 
this repetition; and still more so in Bagatelle op. 33, No. 1, in 
which, besides this same misleading trait of Parts I and III, the 
Second Part, while only a Phrase, is extended by repetition and 
other means to the length of no less than 16 measures. Thus these 
examples, while actually only 3-Part Periods, assume the external 
appearance and dimensions of the broader Song-form. 


EXERCISE 22. 


Write two examples of the Incipient 3 Part Song-form; one in major and 
the other in minor; observing the directions given in par. 846. 

In the first one, construct Part I as parallel Period; in the other, as 
contrasting Period. 


CHAPTER XII. 
THE ORDINARY COMPLETE 3-PART SONG-FORM. 


85. In this species, Part I is at least Period-form; Part II 
generally also at least a Period; and Part III is a nearly or quite 
literal Recurrence of Part I. The details of the design are as 
follows: 


only a Phrase, but nevertheless a perfectly distinct ‘‘ Departure.’’ The idea 
of all bipartite forms is solely that of thesis and antithesis; the simple opposi- 
tion of Question and Reply, or Statement and Counter-statement, be it upon 
parallel or upon contrasting lines. This has been found thus far in the Period, 
Double period, and in the 2-Part Song-forms exhibited in Exs. 71, 72, 73, 74 
and 75. In Ex. 78, though it corresponds in external appearance to Ex. 71, 72 
and 73, there is something more than this; there is the three-fold idea of 
Statement, Departure and Recurrence; on a smaller scale, it is true, than 
in the examples which are to follow, but just as genuine and unmistakable as 
in any full-fledged 3-Part Song-form, or Rondo, or even Sonata-allegro, for 
that matter. The presence of this /dea has led the present author to classify 
these examples among the 3-Part forms, with no more than the just reserva- 
tion indicated by the term ‘‘Incipient Grade’’; and his experience, during 
many years’ teaching, of the readiness of the pupil to grasp and apply this 
distinction in the work of analysis, testifies to its convenience and to more 
absolute reliability than can be secured in many other, far more perplexing, 
phases of Form-evolution. 
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Tue First Part. 


86a. The First Part of the tripartite form will not differ 
in any essential respect from the First Part of a bipartite design. 
Therefore the details given in par. 72a, 6, and ¢ apply here, and 
must be carefully reviewed. 

(b) The length of Part I should be taken into consideration, and deter- 
mined if possible beforehand, in proportion to the probable, or intended, 
extent of the entire Song-form. As already stated, Part I should be, as a 
rule, a brief, simple, clear Statement. A long First Part involves either the 
necessity of extreme length of the whole Song-form, or the defect of top- 
heaviness. A glance at MENDELSSOHN, ‘‘Song without Words’ No. 9, and 
then No. 10, makes this sufficiently plain. 


THE SECOND PART; THEMATIC CONDITIONS. 


87. On the contrary, the Second Part of a tripartite design 
differs essentially from Part II of a bipartite form. See par. 81c. 
The distinction tends to lower the rank, melodic importance and 
structural independence of the Second Part, but by no means 
to the exclusion of striking individual qualities. 

Close FORMATIVE RELATION to its First Part (in regard to 
style and general character) should be strictly maintained. Review 
par. 734. But considerable freedom may be exercised in its melodic 
delineation, which may be suggested entirely, or in part, by the 
melodic design of Part I, or may be entirely independent of the latter, 
especially when similarity of style and character is preserved. 

Illustrations of various phases of thematic relation follow :— 

(a) First, almost total agreement between Parts II and I: 


Con moto. 


Gaz CH ee “Ee ee 
ea 
Sor as ee eet Fog es 


Part IL. Phrase 1. 


MENDELSSOHN, *1) 


etc. 


*r) “Song without Words’? No. 13; see Original. The 1st Phrase of 
Part II is an exact transposition of Phr. 1 of the First Part; the 2nd Phrase 
(Part II) is borrowed similarly from Phr. 5 of Part I; Phrase 3 (Part II) is 
also derived from the latter, but contains, besides, a new and rhythmically 
characteristic member.—The Second Part is simply a Sequence, or transposed 
reproduction, of Part I, in ScHumaNN, Jugend-Album, op, 68, Nos. 3 and 8; 
and mainly the same in BEETHOVEN, Pfte. Son. op. 26, Marcia funebre.—In 
SCHUBERT, Impromptu op. 142, No. 2, ‘‘Trio,’”’ the Second Part corresponds 
almost exactly to Part I, for a few measures, but transposed to the minor mode. 
—Cuorpin, Mazurka No. 51, meas. 1-32._In MENDELSSOHN, ‘‘ Song without 
Words’”’ No. 42, the melody of Part I is reproduced in Part II, Phrase for 
Phrase, in variously transposed and somewhat modified form, and is extended 
by the reproduction of the last Phrase.*—See also No. 12, in which, again, 
every figure of Part II can be traced back to the First Part.—Also Nos. 39, 36, 
20, and 10, where the thematic derivation of Part II from Part I can easily be 
traced. See also Ex. 72, note *2). 


(b) Secondly, Part II derived from secondary members of the 
First Part: 


nga A 


*In using these references, and those which follow in this paragraph, the 
pupil must examine no more at present than Parts I and II, and only those 
points of the latter which reveal its thematic relation to the First Part. 
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Part Il. 


{tube ed naa ent ne SAree 


Part II. *2) 


5 aaa ae ee ee See 


*r) MENDELSSOHN, ‘‘Song without Words’’ No. 14. See the Original. 
The thematic derivation of the Second Part from the First is indicated by the 
brackets. It will be observed that the second member of Part I becomes 
the first (and therefore typical) member of Part II; as in Ex. 71, note *4), 
which review. 

*2) ‘Song without Words ’’ No. 29,—same as note *1). Here the deriva- 
tion is cleverly disguised, but not sufficiently to arouse doubt of the composer’s 
intention (or perhaps partly unconscious conception), in the mind of the closely 
observant student. This is one of the ‘‘secrets’’ of the true spirit of classical 
Form. 

See also: ‘‘ Song without Words’’ No. 21 (Part I is repeated; Part II starts 
out, in meas. 61, with measure 11 of the repetition of Part 1); No. 28 (Part II 
based largely upon the last figure in the first Phrase of Part I); No. 25 (Part 
II utilizes at first melodic fragments of the first and 3rd measures of Part I,— 
to the exclusion of the frst figure, in the preliminary half-measure; after 
a while this figure gradually reasserts itself, and finally the entire first Phrase 
of Part lis taken up twice in Part II, of course in a different key). See also 
MENDELSSOHN, op. 72, No. 1 (Part II starts out with measure 5 of the First 
Part); op. 72, No. 3 (the second half of measure 1 becomes the frs¢ half, in 
Part. II); op. 72, No. 5,—like note *1) above. 
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Sometimes Part II begins where (so to speak) Part I leaves off : 


Allegro. 


*1) This agrees with the last member of Part I (as found in the lower 
parts), but with nothing else that the Part contained. 

*2) This figure corresponds to measure 6 of the First Part, in opposite 
direction (‘‘ contrary motion’’; see Ex. 82).—See also Ex. 89; also 

Haypn, Symphony No. 6 (Peters ed.), Menuetto (Part II is built entirely 
upon the last mel. member of the First Part); Symphony No. 9 (Peters ed.), 
Menuetto (Part II derived from last figure, in the Codetta to Part I). 
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ScHUBERT, Pfte. Son. 4 (op. 122), Menuetto; Son. 6 (op. 147), Scherzo. 
ScHUMANN, Pafillons, op. 2, No. I. 


(Cc) Thirdly, Part II constructed more or less in the direction 
opposite to that of the First Part,—similar to par. 394; especially 
at the start: 


etc. 


MENDELSssoHN, No. 46. 
a. 


3a (Feaee So eal eto. fe Geena ete. 
piesa fe el 


Part I. Part IT. 


See also Ex. 87.—MENDELSSOHN, ‘‘ Song without Words”’ No. 9 (the first 
figure is in ‘‘contrary motion’’; the remainder chiefly parallel); No. 8 (the 
same); No. 30. 

BRAHMS, op. 76, No, 4.—SCHUMANN, Jugend-Album op. 68, No. 12, first 24 
measures. 

This thematic relation (or opposition) of Part II to Part I is one of the 
characteristic features of the old ‘‘ Gigue-form,’’ whether constructed in 2-Part 
or in 3-Part Song-form. See Bacu, English Suites: No. 3, Gigue; No. 5, 
Gigue; No.6, Gigue; ‘‘ Well-tempered Clavichord’’ Vol. II, Prelude No. 5. 


(d) Fourthly, Part II melodically different from the First Part, 
though similar or related in general style; the same vein of melodic 
conception simply runs on over into the Second Part, which, in this 
variety of the form, becomes thus more nearly codrdinate with (less 
dependent upon) Part I: 
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Andante, 
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*1) In the Original (Nocturne 15, op. 55, No. 1) the repetition cf Part I is 
written out and very slightly modified. 

*2) The organic continuity of the Parts is upheld by similarity of general 
style, and uniformity of accompaniment. 

*3) This is the only place in Part II where real thematic agreement with 
the First Part can be detected, though the resemblance between this and the 
very first member is probably only accidental. 

See also: MrNnpELssonn, ‘‘ Songs without Words,” Nos. 37; 1; 40; 16; 4. 

ScHUBERT, Pfte. Son. No. 1 (op. 42), ‘‘ Trio”’ of 3rd Movement. 


(e) Finally, Part II may diverge still more widely from Part 
I, and be not only thematically ‘‘new,’’ but even somewhat inde- 
pendent in character and style. But see par. 734. For illustration: 


Cheerfully. 
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ScHUMANN. 
—— is Part III. 
B it i —— E 
ee pee | 
Caen 


*1) Certain slight thematic coincidences exist between this Second Part 
and its First Part, but the impression conveyed is that of a more pronounced 
change of character than is exhibited in the examples preceding; though 
the difference between this stage and that of Ex. 83 may appear scarcely 
definable. 

See MENDELSSORN, ‘‘ Songs without Words,*’ Nos. 2; 43 353 41. 

Greater independence of Part II is found in MENDELSSOHN, ‘‘ Song with- 
out Words”? No. 7; 

And still more in Scrumann, ‘‘ Album-Blatter ’’ op. 124, No. 8 (in which, 
on the other hand, the outward connection between the Parts, i. e., at the 
cadence, is closer than usual). 

Grixe, Lyric Pieces, op. 12, No. 5 (Parts II and III repeated). 

Cuorin, Mazurkas 113 24. 

Examples of the 3-Part Song-form in which the diversity of character in 
Part II is carried to an extreme, are rare; and in no case, however rich they 
may be in imaginative contents, or superior in attractiveness, can they be 
regarded as models of logical structure, or as thoroughly genuine exponents 
of the tripartite 7dea, as demonstrated in the foregoing paragraphs. See, 
for instance, BEETHOVEN, Bagatelle op. 33, No. 2, up to the ‘‘Trio’’; and 
ScHUMANN, ‘‘ Album-Blatter,’”? op. 124, No. 3. For the more reasonable 
classification of such irregular forms, glance at par. 112a. 

The introduction of new material into Part II is most easily accounted 
for and justified when the latter is ‘‘sectional’’ in form; see Ex, 86, and its 
notes. 


TonALITY OF PART II. 


88. As regards the MopULATORY DESIGN of the Second Part, 
it should, in general, avoid the Tonic line of the original key, for 
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the impression of a Departure will depend as much upon a change of 
key as upon anything else; and the idea of a Return is realized when 
the original key is regained, after a more or less marked absence. 

But the Dominant (or Subdominant) harmony of the original 
key may be introduced into Part Il; andin some cases the Dominant 
furnishes the basis of the entire Part from beginning to end; 
see BEETHOVEN, Pfte. Son. op. 31, No. 3, ‘‘Trio”’ of the third 
Movement; Symphony No. 1, ‘‘Trio’’ of the third Movement. 

Or the Tonic harmonies may be /owched in passing into other 
chords or keys. 

Or the entire Second Part may disport itself in other related 
(or even unrelated) keys. See Ex. 89; also 

MENDELSSOHN, ‘‘ Songs without Words”? No. 1 (Part I, E major; Part II 
begins in E minor, passes into G major, and remains there nearly to the end) ; 
No, 7 (Part I, Ep major; Part II, Ey minor, Gp major, Ep minor); No. 25 
(Part I, G major; Part II, E minor, F major, G major transiently, A minor, 
C major, A minor); Nos. 29; 313 40; 42. 

BEETHOVEN, Symphony No. 2, ‘‘ Trio’’ of 3rd Movement (Part II all on 
the Dominant of the /e/ative key, up to the last chord), 

For morespecific directionsin reference to Modulation, see par.g4. 

As a rule, the Second Part should at least deg7z with some 
other than the original Tonic harmony, in order to distinguish 
itself immediately from the beginning of Part I. This need not 
interfere with the plan of derivation and relation illustrated in 
Ex. 81. When, as is the case in some rare examples, the Second 
Part starts out exactly as the First Part began, the member should 
diverge very soon into other chords or keys. For example: 


Allegro, 
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———— eee 


Baie sane ansiaisises sicisie sieieln dicisieiesm eae fact. Geta ie original key.) 


|| Part III. Haypn. 


*1) Part II is exactly identical with Part I, up to this ff, which turns the 
melodic current from G into C. The keys through which the Second Part 
passes are indicated. 

See also SCHUMANN, op. 15, No. 7 (‘‘ Traumerei’’); and MENDELSSOHN, 
‘* Songs without Words,’’ No. 36; No. 20. 


STRUCTURAL DESIGN OF Part II. 


89a. In regard to the Form and LEeNncTH of the Second Part, 
it is both unnecessary and impracticable to recommend any other 
law than that of sensible proportion, and balance; and this, as it 
will depend upon a variety of circumstances and conditions, must 
be left to the judgment or intention of the composer. The principle 
of approximate symmetry is apt to prevail, and therefore, as 
already stated, if Part I is a Period, Part II is somewhat likely 
to be a Period also, perhaps slightly extended. 

Sometimes, however, the Second Part is so brief (only Phrase- 
form) and comparatively insignificant, that it assumes the character 
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of a mere interlude,—a hasty (though genuine) Departure, intro- 
duced for no other purpose than to create the impression of a Return. 

See MENDELSSOHN, Fantasie op. 28, 2nd Movement, first 18 measures 
(Part I, 7 measures; Part II, only 3 measures); op. 16, No. 1, Allegro move- 
ment (Part I, 34 measures and repeated; Part II, only ro measures). 

Cuoprin, Mazurka 47 (op. 68, No. 2) first 28 measures. 

BEETHOVEN, Violin-Concerto, op. 61, Finale (Rondo), first 18 measures 
(Part II, only 2 measures). 

Other examples of the small Second Part are cited in the footnote upon 
page 138. (BEETHOVEN, Pfte. Son. op. 49, No. 2, Finale, first 20 measures; etc.). 

It is, perhaps, more common to make the Second Part a little 
longer than Part I. And, unquestionably, the peculiar nature of 
the Chain-phrase and the Group of Phrases, especially in seguen- 
tial succession, adapts them in every sense more fully to the 
purpose and conditions of a Second Part than any other more 
regular and perfect structural design. Hence, the formation of 
Part I] in Ex. 85 may be regarded as exemplary. See par. 31, first 
clauses, and the very last clause of par. 58. 

See MENDELSSOHN, ‘‘ Songs without Words”? No. 35 (Part I, Period; 
Part II, Period extended); No. 28 (Part I, Period; Part II, Period, sequential 
construction); No. 19 (Part I, small Double period; Part II, group of 6 
Phrases); No. 31 (Part II, a Group of Phrases); No. 10; No. 15; No. 40 
(sequential construction). 

SECTIONAL FORM OF Part II, 

(b) In some, especially the larger, varieties of the 3-Part 
Song-form, the Second Part is SECTIONAL in form; i.e., it consists 
of two (or even more) ‘‘ Sections,’’ separated from each other by 
a complete cadence in the momentary key, and often so distinctly 
individualized that they would have to be regarded as complete 
‘‘Parts’’ under ordinary circumstances; but their Jocation, between 
Part I and its Recurrence, renders it possible, notwithstanding 
their independence, to preserve the impression that they are: only 
the swbdivisions of one broad Part,—just as the three-fold condition 
of Departure, Absence and Return may all be comprehended within 
the single idea of Digression. For illustration : 


Allegretto, — = —_—_" 


ii a 


Period-form ( 8 measures). 
P . See Original. *1) 
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Part II. Section 1. 
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BEETHOVEN, 


*1) Pfte. Son. op. 2, No. 2, Scherzo.—The subdivision of the Second Part 
into two independent sections is strongly marked; but they nevertheless 
constitute, together, only the oxe Part which represents the Digression, the 
interim between Parts I and III, whose identity is unquestionable. Still, if 
carried to an undue extreme, this subdividing process (like that mentioned 
in the very last clause of par. 87) destroys the legitimacy of the tripartite 
design, and gives rise to a ‘‘Group of Parts,’’ such as appears in CHOPIN, 
Mazurka No. 14, the classification of which will be found in pars. 114, II5. 

See also Ex. 89; also MENDELSSOHN, op. 72, No. I. 

SCHUBERT, Pfte. Son. No. 10 (Bb major), Scherzo. 

Haypn, Symphony No. 11 (Peters ed.), Menuetto. 

The most plausible variety of this sectional form is obtained 
by adding a Codetta to the body of the Second Part. This, while 
comparatively unusual, and somewhat out of place, can nevertheless 
be done without injuring the form, if the Codetta-section be chiefly 
a confirmation, or independent extension, of the Cadence-member 
of Part II, so manipulated as not to interfere with the purpose of 
the latter to prepare for the Recurrence of the First Part (as Third 
Part). 

See MENDELSSOHN, ‘‘Song without Words’’ No. 30 (Part I, Double 
period, 15 measures ; Part II, Section 1, Group of 4— or 5—Phrases, 20 measures ; 
Section 2, Codetta of 4 measures; a 3rd Section follows, as Retransition, to 
which explanatory reference will be made in the next paragraph). 

See also Mozart, Pfte. Son. 17 (Cotta ed.) Finale, first Subject (Part I, 
Period,12 measures; Part II, Section I, Group of 3— or 4—Phrases, 18 measures}; 
Section 2, Codetta of 2 measures, repeated; a 3rd section,—Retransition,— 
follows, as in the preceding quotation). 

ScHuBERT, Moment musical, op. 94, No. 6 (Part I, large Per., 16 measures; 
Part II, Per. ext. at end, 17 measures; Codetta of 3 meas., repeated; a Re- 
transition of 14 meas. follows), 

BEETHOVEN, Pfte. Son. op. 13, Adagio, meas. 23-27. 


Tuer CADENCE OF THE SECOND PART. 


90a. As regards the caApENcx of Part II, it is evident that 
it must be made in such a manner as to foreshadow, prepare for, 
and lead with a certain degree of emphasis into, the first member 
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of Part I as it recurs at the beginning of Part III. Hence, as 
shown in par. 83¢, 2nd clause, it is most likely to be made upon 
the Dominant Harmony of the original key (or the Tonic Harmony 
of the Dominant key), because no other chord than this tends so 
urgently toward the tonic Harmony, with which Part I (and 
therefore Part III also) is supposed to begin. Sometimes the 
Dominant idea (as Dom, chord, or Dom, key, or Dominant Organ- 
point) runs through the entire Second Part, as in Ex. 78. 

BEETHOVEN, Pfte. Son. op. 31, No. 3, ‘*Trio’”’ of the 3rd Movement; 
Pfte. Son. op. 2, No. 2, Largo, first Subject; MENDELSSOHN, ‘‘Song without 
Words” No. 2. 

Or the Second Part is conducted into the Dominant a certain dis- 
tance (one or more measures, or Phrases,) before its end, as in Ex. 83. 

Often quite a persistent extension of the Dominant Harmony 
is made, in some form or other, to stimulate expectation of Part 
III, as in Ex. 84 and Ex. 85. 


Cuopin, Mazurka 18. MENDELSSOHN, ‘Songs without Words,’ Nos. 9, 


19. BEETHOVEN, Bagatelle op. 33, No. 1. 
Part II. 
Allegretto. a 


etc.; regular 
Period. 
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Sometimes this expansion of the Dominant harmony is elabo- 
rated by transient alternation with other (most effectively with 
Subdominant) chords; the Dominant is reached in due time, but 
instead of passing immediately over into the Tonic, it sways a few 
times, generally at least twice, back and forth, like a pendulum 
before coming to rest. 

See MrENDELSsonN, ‘‘ Songs without Words’’ No. 1, measures 9-14 from 
the beginning of Part II; No. 10, meas. 26-38 from beg. of Part II; No. 27 (the 
expansion and elaboration of the Dom. differs so completely in character as to 
appear to be an Interlude or Retransition). 

The hearer’s anticipation of Part III is furthermore confirmed 
and emphasized, as a very general rule, by a relaxation of motion 
(ritard.) in ending Part II. This is seen in Ex. 83; also in Ex. 
86, where the effect is further heightened by a rest of nearly two 
measures’ duration,—the appropriateness of which, after so wide 
a digression in character and in key, the student will realize. 


MENDELSSOHN, ‘‘ Songs without Words,’’ Nos. 28; 32; 8. 


On the other hand, the Dominant ending is sometimes so 
brief, and the cadence so completely bridged over, that, but for 
its being in the proper measure, and followed by a particularly 
well-defined announcement of the original initial member, it could 
not fulfil its important purpose. 

See Ex. 76; MENDELSSOHN, ‘‘ Songs without Words,’ Nos. 23; 32; 38; 20 
(very brief diminished 7th); ScHumann, op. 15, No. 1; CHoprIn, Mazurkas, 
Nos, 4; 11. 

(b) But, while the Dominant termination of Part II is unques- 
tionably the simplest, the most common, and (ordinarily) the most 
appropriate, other harmonic forms are quite frequently employed; 
chiefly because of their superior effectiveness, but also in consequence 
of a possible irregularity in the degimning of Part I (and Part III) 
which may call for special treatment of the cadence of the Second | 
Part. 
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In MENDELSSOHN, ‘‘Song without Words”’ No. 25, Part I begins upon 
the Dominant, and consequently, the Second Part ends upon one of the 
Second-Dominant* Harmonies (the altered II’); No. 46, though in G minor, 
begins upon the Dom. of F; Part II closes with a very prolonged exposition 
of this same chord, and leads into Part III very smoothly, though noticeably 
enough; No. 24 is similar, though more abrupt. 


The most common substitute for the usual Dominant ending is 
the chord (or key) upon the Mediant,—the 3rd scale-step of the 
original key. This will appear less peculiar when the student 
recalls that the chord II] isa member of the Dominant harmonic 
family, and that, in any event, it contains the leading-tone of tts 
key, through which the safe transition back into the Tonic begin- 
ning is sufficiently assured.** 


See MENDELSSONN, ‘‘ Song without Words”? No, 22 (F major; the Second 
Part ends upon the Tonic of A minor, which corresponds to the III of F; the 
e, in Bass, is effectively treated, as Leading-tone) ; No. 113 No. 42. 

CuHopin, Mazurka No. 16 (Ab major; the Second Part closes with an 
emphatic extension of the chord upon the 3rd scale-step, but in the major 
form, as actual Dom. chord of F minor; this merely adds to the effectiveness 
of the device, without impairing its legitimacy); Mazurka No. 29 (the same) ; 
Mazurka No. 22 (Gf minor; Part II ends upon the Tonic chord of its 3d step, 
i, e., B,—but, naturally, as major Triad; this cancels the Leading-tone of the 
coming Part, it is true, but the transition is still far less abrupt than in many 
other cases). 


More abrupt forms of transition from the end of Part II into 
Part III are found in MENnpELssouNn, ‘‘Song without Words’’ 
No. 45 (hinging upon the Leading-tone); No. 39 (Parts I and III 
beginning upon the Subdominant Harmony). 


Another effective mode of closing Part II, in convenient prepa- 
ration for the initial member of the Third Part, consists in employing 
some form of the Sxbdominant (or Second-Dominant) Harmony, 
i. e., the IV, II, Il’ or IV’, either in their legitimate form, or 
(preferably) in any of their altered or mixed forms (with lowered 
6th scale-step, raised 4th scale-step, etc.). These chords almost 
necessarily involve resolution into some zzverted form of the Tonic 
Harmony, wherefore Part III will, in this case, usually be found to 
begin upon the Zontc six-four chord. Fer example: 


* See the Author’s ‘‘ Material used in Mus. ‘’c 1p.”’ paragraph 6c. 
** Tdem, paragraphs go-93 
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MeENDELSSONN, No, 48. 


*1) The Second Part closes upon the chord of the II’ (with the raised 2nd 
and 4th, and then the lowered 6th, scale-steps); and Part III begins upon the 
accented $ chord of the Tonic. This latter differs slightly from the harmonic 
form of the beginning, but not enough to obscure the effect of Recurrence. 

See also MENDELSSOHN, ‘‘ Song without Words’”’ No. 7 (Part II ends with 
an altered Subdom. chord; Part III begins with the Tonic § chord); No. 12; 
No. 29; No. 43 (all similar). 


Any such tampering with the beginning of Part I (as Part 
III) involves, of course, the danger of impairing or destroying the 
principal landmark of the tripartite form, i. e., the distinctly 
recognizable Return to the beginning, in exactly its original condi- 
tion. Therefore, if any modification at this point be ventured, it 
must be very cautiously effected, with a view to preserving at least 
all the essential and characteristic elements of the initial member of 
Part I. To what such modification of the latter may lead. will 
be seen in par. 110. 
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See also MENDELSSOHN, ‘‘ Songs without Words,” Nos. 41; 40; 37; 21; in 
each case the initial me/odic member is retained in Part III, but differently 
harmonized. No. 36 (the first measure of Part III is so disguised that full 
consciousness “of the form is not aroused until the 2nd measure appears). 
Cuorin, Mazurka 46, Principal Song; Nocturne No. 16, first 12 measures 
(already referred to as 3-Part Period). 

The most irregular and confusing of all modes of terminating 
the Second Part, is to lead it into the Zoxzc Harmony ; this, just 
before the announcement of Part III upon the same chord (Tonic), 
seriously endangers the identity of the Third Part as ‘‘ Return”’ 
(comp. par. 88, first clause). 


See Ex. 91; and MENDELSSOHN, ‘‘ Songs without Words,”’ No. 4; No. 313 
BEETHOVEN, Rondo in C, op. 51, No, 1, first Theme; (Rondo in G, op. 51, 
No. 2, first Theme, is scarcely better). 


THE RE-TRANSITION. 


(c) It must be borne in mind that a full-fledged Second Part 
comprehends three successive phases, which, while their lines of 
demarcation may be almost imperceptible, are still distinct enough 
in their several purposes to give rise to three different courses of 
conceptive action. These are: (1) a Departure from the line of the 
principal Part; (2) an optional period of Absence, during which 
considerable individuality may be developed,—as, for instance, in 
the sectional form ; and (3) the Return to the original starting-point. 
This third phase may justly be regarded as the most significant of 
all, for it is the ultimate aim of the entire Part, and an endless 
amount of ingenuity may be displayed in the effective formulation 
of the means employed in realizing this ‘‘ return to the starting- 
point.’ The larger the form, the greater the likelihood and 
necessity of devoting a separate section wholly to this purpose. 
For such a ‘‘ returning section’’ the term RE-TRANSITION appears 
most fitting. 

In case the Re-transition thus forms a separate section, by 
itself, the dody of Part II will usually have a complete Tonic 
cadence in whatever key it chances to have reached. The Re- 
transition then leads back, from that point, into the key, chord, 
style and melody of the beginning, in such a manner, and at such 
length, as seems most adequate and effective. It appears useless to 
undertake to give any more definite rules than this for the process ; 
for it is governed by ever-varying circumstances, There is no 
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better source of information than standard musical literature, and 
the student is therefore urged to make careful examination and 
analysis of the given examples, references, and whatever other 
illustrations he can find. In all essential respects the Re-transition 
partakes of the nature and purpose of the ‘‘ Introduction,’’ though 
infinitely richer in possibilities. For example: 


Allegro. 


Par. 90c, THE RE-TRANSITION, 159 


Section 2. 
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*1) The division of this Second Part into Sections is very recognizable. 
Section 1 is the ‘‘ Departure,’ with just sufficient lingering recollection of 
Part I to emphasize the idea; Section 2 is a more decisive digression from 
Part I, and stands for the ‘‘ Absence.”’ 

*2) Here the body of Part II terminates, with the perf. cadence in the 
key into which the 2nd section has strayed (Gp major). The Re-transition 
which follows, consists: firstly, in an abrupt chromatic dash back into the 
original Dominant, accentuated by the isolated forte; and, secondly, in 
a 4-measure expansion of this Dominant, during which the Soprano and Bass 
converge smoothly but persistently toward the tones with which Part I began. 

See also ScuuBERT, Pfte. Son. No. 4, Menuetto. 

MENDELSSONN, ‘‘Song without Words’ No. 13, Ep major; the body of 
Part II terminates in the 32nd measure, on the Tonic of G minor; the following 
8 measures are Re-transition, based entirely upon the first melodic figure of 
Part I, which suggests, and is skilfully led into, the Third Part; the original 
Dominant is reached in the 5th measure of the Re-transition, and then sways, 
as seen in former references,—text following Ex, 87 ;—7t will be observed that 
when, in thus swaying, the original Tonic ts touched, the composer is careful 
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to use the minor form of Tonic Harmony, in order to preserve, and even 
increase, the force of the original major form, when the latter heralds the 
beginning of the Third Part; this same significant trait will be found in many 
other major examples,—‘‘ Songs without Words,’’ Nos. 1, 7, 19, 20, 31, 37- 

See also ‘‘ Songs without Words,”’ No. 16; Part II virtually ends in the 
19th measure, with a Dominant semicadence; a Re-transition of 2 measures 
follows, built upon the first melodic member.—No. 26; effective Re-trans. of 
4 measures before Part III.—No. 34, measures 25-29.—No. 37, Re-transition 
of 4 measures.—No. 3; Part II is 16 measures long, ending with a firm 
cadence in the key of the original 3rd step; a Re-transition of 5 measures 
follows. 


Such a separate Re-transition is very likely indeed to accom- 
pany (i. e., follow) a Codetta to the Second Part, when that 
somewhat rare factor is employed (see last clause of par. 89). The 
Re-transition, in this case, starts with the apparent intent of 
repeating the Codetta, but sooner or later ‘‘dissolyes”’ the original 
form of the latter, and digresses into such a course as defines its 
re-transitional purpose. 


See MENDELSSOHN, ‘‘ Song without Words”? No. 30, A major; Part II 
terminates with a Tonic perf. cad. in E major in the 35th measure; the 
4-measure Section which follows is an independent and regular Phrase, with 
its own unmistakable cadence; it does not belong to the body of the Second 
Part, for that terminates with the utmost decision before this Phrase begins; 
nor isitin the Zhkird Part, for obvious reasons; nor is it a Re-fransition into 
the latter, because of its complete cadence; thus it proves to be an adjunct of 
Part II, in the capacity of a ‘‘ Codetta.’’ The measures which follow indicate 
for a time the intention of repetition, but then abandon this purpose and 
become a genuine, and exceedingly attractive and clever Re-transition. 

The same treatment is found in ‘‘ Song without Words ’”’ No, 17, measures 
14-17 (Part I closes in the 4th measure with a vague form of cadence, ex- 
plained in par. 93a). 

See also CHoprn, Nocturne No. 17, measures 21-28. 


In the ordinary 3-Part Song-form, however, the Re-transition 
is somewhat more likely not to constitute such a distinct section, 
but to grow out of some later member of the Second Part, perhaps 
so imperceptibly that it is not easy to point out the exact beat 
where the purpose of re-transition is evident. Here, the persistent 
bent of the harmony toward the original Dominant, and the equally 
characteristic tendency of the melodic current to lead into and 
regain the first tone and figure of the First Part, is possibly more 
noticeable than in the separate Re-transition ; avd, in any case, this 
two-fold tendency (first toward the ey and then toward the me/ody) 
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must be regarded as inherent in all re-transitional passages. This 
is plainly shown in Ex. 89. In the following illustration, the 
bent of the Re-transition is concentrated upon the initial melodic 


member of Part III: 
Andante. 


90. P2Seceee 3 ————————————— =: 


etc. See Ex. 63, or the Original. *1) 
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*r) ‘Song without Words”’ No. 33. 

*2) The re-transitional purpose appears to assert itself here, but in such 
close keeping with the melodic line of the foregoing measure, that its actual 
bearing upon the coming Third Part is only gradually apprehended. It is left 
to the pupil to trace, in this particularly beautiful example, the slow but sure 
approach of the melodic delineation to that of the first figure of Part III, and 
to observe how the harmonic color of these re-transitional measures tinges 
the first tones of the Recurrence of the initial figure, until the Cf puts a stop 
to the playful illusion, and restores the serious mood of the Third Part. 
“Song without Words ”’ No. 41 is similar. 

Seealso MENDELSSOHN, ‘“‘ Songs without Words,” No. 11 (the re-transitional 
purpose is manifested in the 20th measure; the melodic figure of three tones 
corresponds to the beginning of Part III); No. 14, last 3 measures of the 
Second Part; No. 21, last 8 measures of the Second Part (built upon the first 
melodic member,—2 measures,—of Part III); No. 39, last 4 measures of the 
Second Part; No. 45, C major, last 4 (or perhaps 8) measures of Part II; 
No. 37; No. 36, last 3 measures of Part II (this re-transitional expansion of the 
Dominant flows over into, and slightly influences, the first figure of the Third 
Part). No. 47 (A major) is peculiar; Part II virtually ends at the beginning of 
the 37th measure; the measures which follow are partly a sequence of the two 
which precede, and partly an anticipation of the beginning of Part III. 
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Tue Tuirp Part. 


91. In the ordinary complete 3-Part Song-form, here under 
consideration, the Third Part is a SIMPLE RECURRENCE OR 
REPRODUCTION OF Part I. 

If the First Part closes with a perfect cadence in the original 
key, then it may reappear /iterally in Part Third, as conventional 
‘*da capo.”’ 

But if the First Part cadences in some other key, or has any 
other imperfect form of cadence, then at least enough of the ending 
of Part III must differ from the original Statement to admit of its 
cadencing properly, in the principal key. 

And, furthermore, any purely unessential modifications of 
Part I (affecting the harmonization, or the register, or ornamenting 
the Melody) may be introduced in the Third Part, to heighten its 
effect. But no more important changes than these are exhibited 
in the ‘‘ Simple Complete Form.’’ For example: 


Poco sostenuto. —_—___ 
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Part III. 
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*r) Part II closes on the original Tonic; but the beginning of Part III 
is distinct enough. See par. 93a. 

*2) Part III is essentially the same as Part I; the register of the melody is 
changed, and one measure is omitted._In Cuopin, Mazurka No. 4g, Part III 
is not written out at all, but simply indicated by the words ‘‘ da capo.” 

In Ex. 76 and Ex. 77, though a smaller species of the tripartite design, the 
literal agreement of Part (Phrase) III with Part (Phrase) I, is illustrated. 
In MENDELSSOHN op. 72, No. 1, and ‘‘Song without Words’? No. 45 (C 
major) the Recurrence is literal—Ex. 89 is concluded (in the Original) by 
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reproducing the first 4 measures of the melody an octave higher than at first, 
while all the rest is left precisely as it was.—Ex. 84 is concluded in the Original 
(ScHUMANN, op. 68, No. 24) by reproducing Part I with very slight changes.— 
In the conclusion of Ex. 83 (CHorrn, Nocturne 15, Principal Theme) a brief 
variation of Part I is made. 

In BEETHOVEN, Pfte. Son. op. 2, No. 2, Scherzo (Ex. 86) the reproduction 
is literal. In Pfte. Son. op. 22, Menuetto, slight changes are made. In the 
F major Variations, op. 34, Theme, the Recurrence is literal. 

In MENDELSSOHN, ‘‘ Song without Words’’ No. 22, Part III is a little 
differently harmonized from its First Part; in No. 32, the single melody of 
Part I is transformed into a dwef¢ in Part III. 

In Haypwn, Pfte. Son. No. 6 (Cotta ed.), rst Movement, Principal Theme, 
there is, in addition to interesting variation in Part III, a change in the last 
member, necessitated by the circumstance of Part I having closed with a 
cadence in the Dominant key; the same in ScHuBERT, Pfte. Son. No. 1, 2nd 
Movement, Theme (Part I repeated); the same in BEETHOVEN, Pfte. Son, 
op. 2, No. 1, ‘‘ Trio”’ of 3rd Movement. 

Cuorr, Etude in Ab (No. 3 in the ‘* Moscheles-Fétis ’? method), Part III 
slightly expanded at end. CHoprn, Mazurkas 16; 22 (long Second Part); 24 
(Part II quite distinct, and repeated); 40; 43 (Part II repeated, distinct 
re-transitional interlude; Part III, literal Recurrence of Part mB ae 

Grirc, Lyric Pieces op. 12, No, 2; op. 38, No. 2; op. 43, Nos. 1, 4,6 
(extended at end). 

BRAHMS, op. 116, No. 7, ‘‘ Trio”? (6-8 Time).—Op. 117, No. 1, first fempo 
(Parts I and II small Periods; Part III is extended to Double period, by 
reproduction; Codetta); compare with 3rd (last) femfo.—Op. 118, No. 2, 
meas. I-25 after first double-bar.—Op. 118, No. 3, first 37 measures.—Op. 118, 
No. 6.—Op. 119, No. 1.—Jntermezzo, op. 76, No. 4. 


ExTRANEOUS MEMBERS. 

92. The 3-Part Song-form may be, and, as a rule, should be, 
enlarged by the addition of a Coprerra or Copa. More explicit 
explanation of the character, purpose and formation of these factors 
is given in par. 98, to which brief reference may be made. 

The prefixing of an InrTRopucTION, while less significant than 
a Coda, is, however, barely less desirable; for it serves to empha- 
size, by mild contrast, the dody of the Song-form, to which it stands 
in the same relation as the ‘‘ margin ’’ to a picture. 

Turn, again, to MENDELSSOHN, ‘‘Song without Words’? No. 12, and 
examine into the relation of the Introduction to the entire composition; also 
Nos. 15; 26; 29; and 32. 

When a PRELUDE is substituted for the Introduction, or a 
PostLupE for the Codetta, its architectural and logical connection 
with the body of the form is less close, and its relation to the latter 
is more like that of the independent ‘‘ frame ” to the picture. 
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Examine, again, MENDELSSOHN, ‘‘Song without Words’’ No. 4 (both 
Prelude and Postlude; almost identical; here the simile of the picture with 
its frame is very fitting); also No. 9 (a Codetta of 4 measures is added to 
Part III, or, more accurately, to the body of the form, before the Postlude 
appears); Nos. 163 28; 35; and qr (in each, similar Prelude and Postlude). 
In No. 21 the Prelude does not recur at the end, and, in other respects also, it 
approaches the character of an Introduction.—In No. 3 the Prelude becomes 
the thematic basis of the entire elaborate Coda. 


The insertion of INTERLUDES between the Parts is a more 
hazardous proceeding, as they tend to disrupt the structural con- 
tinuity. But if carefully handled, with a view to avoiding this 
error, they may be very effective. They must either conform 
strictly to the limitations imposed upon the Introduction (in par. 
28, second and third clauses) ; or they must prove their extraneous 
nature by agreement with a Prelude. 


In MENDELSSOHN, ‘‘ Song without Words’ No. 23, the substance of the 
Prelude reappears after 9 measures, as Interlude between Parts I and II; then 
again 23 measures later, as Interlude between the second Division of the form 
(i. e., Parts II and III) and its repetition; and again as Postlude, at the end.— 
In No. 27 a similar recurrence of the substance of the Prelude appears between 
Parts II and III (quasi as Codetta or Re-transition), and again at the end.— 
In No. 29 there is one measure of Interlude between Part I and its repetition; 
in No. 46 the same (in each case borrowed from the Introduction). In No. 34 
the brief introductory figure is utilized as Re-transition, both in the second 
Division (Parts II and III) and its reproduction; and again, as final section of 
the Coda. 


EXERCISE 23. 


A. Take one of the major Periods with perf. cad. in the original key, 
invented in Exercise 9; to this, as Part I, add a Second Part according to the 
directions given in par. 87a, in Period-form, with cadence as prescribed in 
par. 90a; and add a Third Part as literal Recurrence of Part I (the words 
“*da capo”? will suffice). 


B. Some former minor Period with regular perf. cadence, as Part I; 
to this add a Second Part according to the directions in par, 874, in Period- 
form; cadence as in par. 90a; Part III a literal da capo. 


C. Some other former major Period as Part 1; to this add a Second Part 
according to par. 87c, in Period-form with extended Dominant cadence. Part 
III a literal da capo. 


D. Some other former (or new) minor Period as Part I; to this add 
a Second Part according to par. 87d, in Phrase-group design, with some form 
of cadence explained in par. 90d; Part III a xearly literal da capo. Review 
par. 88. 
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EXERCISE 24. 


A. Some former (or new) Period in major, with cadence in some other 
than the orig. key, as Part I; to this add a Second Part according to par. 87e, 
in Phrase-group design, with optional cadence-form; Part III a literal da 
capo, excepting change of last member. Review par. gI. 


B. Part I as minor Period (regular or extended), with cad. in some 
related key; Part II optional melodic construction, but sectional form, as 
explained in par. 894; brief Re-transition, par. 90c; Part III a slightly 
modified Recurrence of PartI. Review par. 88; AND THE DIRECTIONS GIVEN 
IN EXERCISE 9. 


C. Part I major, optional form, but with Introduction; Part II optional 
form and structure, but with Retransition; Part III a slightly modified Recur- 
rence, followed by brief Codetta. Review par. 92. 


D,. Part I minor, Double period, Introduction or Prelude; Part III 
a slightly modified Recurrence with brief Codetta or Postlude. 


EXERCISE 25. 


A. PartI major, optional form, but with brief Codetta; Part II optional; 
Part III a modified Recurrence, including former Codetta, and with an 
additional brief Codetta. Review par. 23; 27; par. 30; 53; par. 40. 


B. Minor, entirely optional in all save the essential requirements of the 
Simple Complete 3-Part Song-form. 


CHAPTER XIII. 
ADDITIONAL DETAILS OF THE SONG-FORMS. 
1. IRREGULAR CADENCES. 


93. There are a few peculiar conditions of the cADENCE, not 
yet explained, to which attention must now be drawn. 

(a) The purpose of a Cadence is, to indicate a point of more 
or less complete separation between two contiguous members of 
the structure,—a ‘‘joint,’? where one member ends and another 
begins/(par. 24). There are two modes of fulfilling this purpose, 
namely : 

(1) to mark the end of the first of these two members distinctly; 
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(2) to mark the beginning of the new member with equal dis- 

tinctness. 

The first mode is the simpler and more common, and consists 
in using a strong Cadence-chord, and making a pause in the audible 
rhythmic pulse, adequate to the degree of separation required. 
This is illustrated in nearly all of the foregoing examples; see 
Ex. 46, No. 3, and the ezd of any example from 25 to 37. 

The second mode, while naturally less distinct and decisive 
at the moment, is nevertheless, when properly executed, ultimately 
quite as effectual, and, at the same time, smoother than the other. 
It consists in defining the beginning, at least, of the following 
member (Phrase, Period, Part, or whatever it may be) so distinctly 
that no doubt of its being a new member can exist; this defines 
the form, for where there is a beginning there must before have 
been an ending. This is precisely the principle which prevails in 
the mode of ‘‘ phrasing’’ explained in par. 10, 3rdly (Ex. 15); 
while sometimes desirable even between ‘‘ Parts,’’ it is naturally 
most important in application to the arrangement of smaller mem- 
bers, because freguent complete stops (to define the ‘‘end’”’ of 
every member) would entirely disrupt the design. 


The more unmistakable the outset of the following member is, the less 
emphatic need the foregoing Cadence be. This accounts for all the vague, 
imperfect Cadences (often so brief and indefinite as to be scarcely discoverable 
at first as Cadences) hitherto seen, and those now to be examined. 

For example, the Semz-cadence at the end of Part First in the Song- 
forms: See MENDELSSOHN, ‘‘ Song without Words’? No. 17, measure 4 (reg. 
Dom. Semicadence; but evidently the end of Part I, because what follows 
is sufficiently characteristic to be evidently the beginning of Part II); No. 
38, measure 10 (Cadence of Part I on a§$ chord! It is rendered sufficient by 
appearing in the 8th measure and being repeated in the roth; moreover, the 
beginning of Part II is unmistakable); No. 47, measure 18, similar to No. 38; 
No. 39, Part I ends with chord-Fifth in Soprano. In Nos. 7, 8, 10, and 11, 
Part I ends with some imperfect form of Cadence (usually extended, however); 
but the identity of the Part is fixed by its repetition (see par. 77, last clause). In 
Nos, 30, 33, 41, and 48, the Cad. of Part I is unusually brief and ‘‘ breathless,”’ 
but still sufficient, under the thematic circumstances. These stand in marked 
contrast to the decision and frankness of the Cadence to Part Lin Nos, 23, 12, 
15, 27, 35 and others. 

For other examples of an imperfect Cadence at the end of a complete 
member, see MENDELSSOHN, No. 15; at the beginning of measure § from the 
end, the Tonic Cadence-chord has the Third in Soprano; but the following 
member nevertheless constitutes a Codetta (without being preceded by a 
compl. perf. Cad. according to rule), because its outset is sufficiently distinct 
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to indicate the beginning of anew member. The same trait is observable in 
No. 16, in the 4th meas. from the end; No. 31, five meas. from the end; and~ 
No. 33, six meas. from the end. 

See also CuHopin, Nocturne No. 9 (op. 32, No. 1), ending (the Codetta 
follows an Evasion of the Cadence); BEETHOVEN, Pfte. Son. op. 31, No. 3, 
Menuetto (Part I ending with Dom. Semicadence, but repeated); BEETHOVEN, 
Pfte. Son. op. 27, No. 1, Adagio (Part I ending with a Semicadence); Haypn, 
Symphony No. 1 (Peters ed.), Menuetto, PartI; BRauMs, Symphony No. 1, 
Allegretto, first 18 measures (probably a Two-Part Song-form, followed by 
a somewhat extended complete repetition; Part I ends in meas. to with 
a Semicadence); BEETHOVEN, Theme of 24 Variations in D major, Part I; 
ScuuBERT, Pfte. Son. No. 7, Allegretto, Part 1; ScHuBERT, Moment musical, 
op. 94, No. 5, Part I; Croprn, Preludes op. 28, No. 11 and No. 22, Part I of 
each; MENDELSSOHN, Praeludium op. 104, No. 2, Part I. 

To this category belong also all examples of the ‘* Elision ’’ (par. 60, which 
review), in which the ‘‘Cadence”’ disappears altogether by the overlapping 
of the contiguous members. See MENDELSSOHN, Prelude op. 35, No. 6 
(Part II begins in the middle of measure 15, with an Elision of the expected 
Cadence); also the Praeludium of the ‘f Praeludium and Fugue in E minor”? 
(without opus-number), measures 22-23. 


(b) Exactly the reverse of this peculiarity (that just explained 
being: a vague Cadence sufficing to separate independent members) 
is seen in those places where a complete Tonic Cadence fails to sever 
the connection between contiguous members, because the second one 
maintains so intimate a thematic relation that it necessarily still 
belongs to the section in question. Under such conditions it is 
possible for a regular perfect Cadence to occur 7” the course of the 
First Part (i. e. without terminating it). As contradictory of 
the strict rule given in par. 70 as this appears to be, it is not at all 
unusual,—especially near the beginning, where such an unlooked-for 
Cadence seems rather to serve the desirable purpose of establishing 
the tonality. For example: 
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Part II. FOLK-SONG, 2. Allegretto. 


*7) This is a Tonic perf. Cad. of the most unequivocal kind; and yet it 
does not terminate the First Part, because the latter obviously runs on, in 
unbroken thematic connection, to the 8th measure, See also Ex. 62, 4th 
measure. 

*2) In this unique example the Part degins with a genuine perf. Cadence! 
See the Original (Symphony in C, ‘‘ Trio”? of Minuet). 

See also MENDELSSOHN, ‘‘Songs without Words’ No. 39 (perf. Cad. 
in 2nd measure); No. 43 (Part I, extended Period, with perf. Cad. at end of 
Antecedent Phrase); No. 44 (Part I, the same; in the last two cases the 
unbroken thematic connection is established by parallel construction); No. 42 
(Part I, contrasting Double period, with Dominant perf. Cad. in the center), 
A glance at the beginning of the other ‘‘Songs without Words,” on the other 
hand, teaches how, as a rule, the composer aims to avoid this misleading use 
of an untimely perf. Cadence. 

See further, CHopin, Mazurka No. 24, Part 1; ScHuBERT, Moment musical 
op. 94, No. 4, ‘*Trio”’ (§-flat signature) first 12 meas. (group of 3 Phrases, 
repeated); BEETHOVEN, Pfte. Son. op. 31, No. 1, Adagio (Part 1 a very broad 
Double period, parallel, with Tonic perf. Cad. in the center); Pfte. Son, op. 
27, No. 2, 1st Movement, Part I (23 measures in length—including a 5-meas 
Prelude,—and containing ¢wo perfect Cadences in its course). 
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This trait is very common in repetitions. See MENDELSSOHN, ‘Song 
without Words’? No. 4 (the perf. Cad. in meas. 4 does not mark the end of the. 
First Part, because the 4 following measures are a repetition); No. 11 (at 
the beginning of the 5th meas. from the end there is a strong perf. Cadence, 
but the following member is not a Codetta, because it belongs to the foregoing 
Phrase, as evident repetition of the 2nd half). 

(C) It is clear that both of the above irregularities of Cadence 
are counteracted by the thematic conditions attending them. In 
each case it is the unmistakable import of the thematic arrangement 
(in reference to melody, rhythm, character, etc.) that overpowers 
the ordinary forcible agency of the Cadence, and renders it at one 
time unable to prevent, and again unable to effectuate, the ‘‘ sepa- 
ration’’ of members, which is its chief purpose in form. This 
evident predominance of the Idea over the technical Detail is an 
additional corroboration of the justice of the classification defended 
in the footnote on p. 138. 


2. MopuLATION. 

94. In addition to what was said in par. 88 about the modu- 
latory design of the Second Part, the student must be reminded 
that changes of key are very important and necessary indeed, in 
all of the Parts (least, it is true, in Part I). This refers not only 
to complete, or lengthy, modulations, but particularly to transient 
digressions, which heighten the color of the Phrases, without 
cancelling the ruling effect of the principal, or dominating, tonality. 

(a) These modulations (i. e., transient ones,) need not even 
be limited to the five Next-related keys,* but may extend to any 
of the Remotely-related ones,** at least occasionally, and, of 
course, on condition of returning immediately (or soon) to the 
original tonality, or to its close neighborhood. The Remotely- 
related keys are: (1) the Opposite mode of the same tonic (for 
instance, C major-C minor, and vice versa); (2) the Stride (C 
major-f minor, and vice versa); (3) The Mediant-keys C-E, C—Ab; 
C-Ep, C-A, etc.); and to these may be added, (4) all keys 
accessible through the coincidence of important pivotal tones. 

A superb example of this quality of modulation will be found in Scnuserrt, 
Impromptu op. go, No. 3 (G major) measures 26 to 10 from the end (first 


Phrase of Coda, and its repetition); the keys touched in close succession are 
G maj.-c minor-G maj.—c min.-ab minor-G. 


* «The Material used in Mus. Composition,”’ paragr. 266. 
** The same, paragr. 267-269; par. 281, 282, 288; par. 289. 
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(b) In making more lengthy modulations, care must be taken 
not to remain in any other key (whether related to the original key 
or not) long enough to create the impression of a central or primary 
tonality at that place. The original tonality,—the principal key, in 
which the composition is written,—must be regarded as the axis, 
about which the entire structure revolves. Any frotracted absence 
from this axis, or, more properly, any undue retention of some 
other key, would have the effect of shifting the axis, or of replacing 
it by a foreign one, and would thus tend to destroy the necessary 
centralization of the keys and chords. 

On the other hand, a ¢emporary shifting of the modulatory 
axis (subject to the above restriction) may constitute one of the 
best modes of individualizing certain Divisions of the architectural 
design,—for example, the Second or Middle Part in the tripartite 
forms. Hence, some other key (probably related to the principal 
one) may be chosen upon entering a new Part, or still larger 
Division, and be allowed to prevail as temporary axis of that 
section; and the extent of the new key, and its distance from the 
original key, will serve to determine the degree of independence 
and individuality of the section in question. See par. 88. 


This is illustrated in SchHumANN, Humoreske, op. 20, first Movement 
(3-Part Song-form with Coda; Part I, repeated Phrase in the key of ‘‘two 
flats’’?; Part II, a Group of three Phrases, throughout which the key of ‘six 
flats’’ prevails; Part III, literal Recurrence of Part I). 


(Cc) Two very useful general rules of modulation in ‘‘ Form”’ 
are: 

(1) Avoid a series (especially a long series) of modulations 
in the same direction (i. e. successively increasing sharps, or 
flats; or successively decreasing the same, in more or less regular 
progression); modulate BEYOND the desired key, if possible 
quickly, by some extraneous transition, and then turn back into 
the latter. For instance: if aiming for four sharps, from C 
major, modulate into five sharps, and then turn back to four.* 

(2) After any remote modulation, it is better to turn back 
into some intermediate key, than to remain upon the new key, or 
to pass on beyond it. 


*It is well for the student to bear in mind that the fundamental modulatory 
movements are best defined by SIGNATURE, not by key-note. 
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Both of these must be accepted as general rules only, subject to many 
exceptions. As usual, the best source of information for the student cn this 
point is classic or standard musical literature, to the analysis of which he 
should devote himself most assiduously. 


(d) The general modulatory design of an entire composition, 
almost regardless of its size, is as follows: 

At the beginning, a sufficient pause in the original key to 
establish the principal tonality; then a general tendency wpward 
(toward the Dominant keys: those whose signatures contain one 
sharp more or one flat less than the original signature),—extending 
approximately one-quarter or one-third of the entire distance; 
then a more or less ample digression, or a modulatory oscillation 
between various keys in optional direction and measure; and 
finally, somewhere during the last sections, an inclination toward 
the Suwbdominant keys (those whose signatures contain one sharp 
less or one flat more than the original). See par. 73c, 2nd clause. 

This plan is quite accurately followed in Haypn, Symphony No. 3 (Peters 
ed.), Finale, first 20 measures. 

See also MENDELSSOHN, ‘‘Song without Words ’”’ No. 48 (Part I, C major, 
passing into ‘‘one sharp’’; Part III, ‘‘ natural scale’’; Coda, largely ‘‘ one 
flat’’); also Ex. 28(4 measures) where it is exhibited on a very small scale; 
Ex. 47, No. 1; Ex. 71; 72; 75. There is scarcely an example to be found in 
classic music, in which this general modulatory line is not more or less com- 
pletely and emphatically traced, not only in the whole, but in each independent 
Division. 

For examples of peculiar modulatory design, see MENDELSSOHN, ‘‘ Wed- 
ding-March”’ (in C; Part I degins with a distinct exposition of e minor); 
BEETHOVEN, Pfte. Son. op. 26, Scherzo (Ap; Part I begins with exposition 
of Ep); op. 27, No. 2, Allegretto (the same idea); Pfte. Son. op. 90, 2nd 
Movement (unusual prevalence of principal key throughout entire Principal 
Theme); Violin-Concerto, op. 61, 2nd Movement (the same idea); Symphony 
No. 3, 3rd Movement (strangely meagre representation of the principal key, up 
to the # in the course of Part III). Ex. 91 contains no modulation whatever. 


3. Tur Dynamic DEsiIen. 


95. The dynamic design refers to the use and disposition of 
the various grades of tone-power, i. e., pianissimo, piano, forte, 
Jortissimo, with all their attendant shades of force, and all the 
auxiliary tone-effects to which these distinctions may give rise 
(crescendo, diminuendo, sforzando, etc.). 

(a) While it is quite certain that no definite rules for 
a dynamic design can be, or should be, given, it is equally certain 
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that some such design nevertheless exists in every good composi- 
tion, whether defined beforehand, or in the course of conceptive 
action; and it is necessary for the student to realize and correctly 
estimate the importance of these factors as a means of adding 
life to the musical image, and of emphasizing essential traits of 
the architectural design,—just as the effects of light and shade 
add vitality and distinctness of character to a picture, a landscape, 
or a theatrical scene. And, furthermore, there is an element of 
suggestion in the definite purpose of making a crescendo or dimt- 
nuendo, a pp or ff, which acts as a stimulus upon the imagination, 
much more powerfully than might be suspected before putting it 
to the test. 

The general effect of these dynamic distinctions is fully enough understood. 
Attention is simply called to the change in power as a means of increasing 
the interest in a repetition (as seen in Ex. 56); and as a means of accentuating 
the beginning of a new section by a sudden change from # to f or #7, or from 
jf to ~; see BEETHOVEN, Pfte. Son. op. 2, No. 3, first Movement, measure 13; 
also measures 25-27; Ex. 65, note *1); Ex. 95, note *1); Ex. 72; Ex. 73; Ex. 
75; Ex. 88, beg. of Part III; Ex. 89, note *2).—Observe, also, the dynamic 
traits of Exs. 64, 74, 76, 83, 86, 91 and 99; and of all future quotations. 


(b) Hand in hand with these factors, often almost inseparably, 
go those shades of expression which refer to the rate of motion, 
(i. e.,rttardando, accelerando, sostenuto, meno or pit mosso, etc.). 


See Ex. 83; Ex. 86; the ~ in Ex. 56; Ex. 76; MENDELSSOHN, ‘‘ Song 
without Words’’ No. 39, last 11 measures. Compare par. 970. 


4. CONTRAST. 


96. In paragr. 40, which review, the significance of Unity 
and Variety was demonstrated, in their bearing upon the smaller 
factors of creative structure. 

As the dimensions increase, these same elements are more apt 
to be recognized as the attributes of syMMETRY and CONTRAST; 
and while variety and unity are originally of equal importance, 
they gradually and steadily diverge, so that zz proportion to the 
magnitude of the design, the necessity for Symmetry decreases, 
and the need of the element of Contrast becomes more and more 
imperative. 

It is so obvious that Symmetry is of less importance in musical form than 


Contrast, that some composers deny its claims altogether, and labor to avoid 
all evidences of symmetrical structure in their works. But any such extreme 
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conception must be condemned. It is more just to moderate this aim by 
merely avoiding the obtrusive evidences of Symmetry; and, at the same time, 
to restrain all exaggerations of Contrast by constant and serious regard for the 
vital condition of Unity. 

This law is clearly recognizable in all the given details of 
the Part-forms, whence, for instance, the inference may be drawn 
that it is not nearly as necessary to preserve equality of size in 
successive Parts, as it is in successive JJeasures,; and that 
contrast in style and character will be more pronounced between 
consecutive Parts than between consecutive Phrases. Hence it 
is that the student should now begin to devote a part of his 
attention to the elements of variety and contrast; and while he 
must scrupulously observe moderation, Unity, and a rational 
degree of formative and logical agreement, he must not forget that 


THE BANE OF ALL ART-CREATION IS MoNoToNY. 


Glance at the evidences of Contrast in Ex. 48, No. 2; Ex. 53; Ex. 60 
(BEETHOVEN, Pfte. Son. op. 2, No. 1, Finale, 1st Theme); Ex. 83; Ex. 86.— 
Observe, in MENDELSSOHN, ‘‘ Song without Words’? No. 1, how welcome the 
change in the 5th measure of Part II, in a composition where uniformity 
of style becomes almost oppressive. Note the brilliant effect of the Coda in 
No. 3, with its change in rhythmic style. Also the interludes in No. 23.— 
But observe, too, how wisely the unity of the whole is guarded, in each case, 


is Saab 


97. The germs of those distinctions in Style which concern 
the harmonic (and, to a certain extent, the rhythmic) detatls of 
a musical sentence, are enumerated in par. 14 and 15, and have 
been unavoidably involved in all the foregoing Exercises. But 
STYLE, in the broader sense of the term, depends upon certain 
general characteristics, to which the attention of the student must 
now be directed; namely: 

(a) Upon the choice of True; i. e.,the use of the Duple or 
Triple rhythmic group (as respectively embodied in the 2 or $ Time 
of the March, etc., and in the 3 or § Time of the Waltz, Barcarolle, 
etc.). The characteristic effect of each of these two fundamental 
classes is so generally appreciated, that it suffices here to observe 
that duple measure is the more vigorous, and triple measure the 
more graceful species. There are no other species, unless the 
peculiarity of § (or ?) Time, and of § (or 7) Time, be regarded 
as a radical metrical difference. 
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(b) Upon the choice of Tempo; i. e. rate of speed, from 
Adagio, through Largo, Larghetto, Andante,* Allegretto, Allegro 
and Presto, up to Prestissimo. 


The deep significance of this distinction will appear upon comparing 
MENDELSSOHN, ‘‘ Song without Words”’ No. 22, with No. ro, and these again 
with No. 36; or the 4 Movements of Beethoyen’s Pfte. Son. op. 2, No. 2, one 
with another. 

In indicating the temo, it should be borne in mind that the given rate— 
for instance, Adlegro—reters to the beat in the adopted Time-signature: in 
§ Time it must mean that the 8th-nxotes pass at an allegro-rate of speed; in $ 
the same rate would apply to the guarter-notes. The uncertainty which 
prevails, because of a general misunderstanding or violation of this rule, can 
be dispelled by employing the metronome-marks,—e. g. } or Jor d= 60, etc, 


(C) Upon the choice of pRincrpAL Mopzg, i.e., major or minor, 
the characteristic distinctions of which are doubtless sufficiently 
palpable to every musical sense. 


(d) Upon certain Ruyrumic peculiarities, which, while 
available at any time and in any consistent connection, have 
become chiefly characteristic of certain conventional varieties of 
composition; for example, the respective typical rhythms of the 
Polonaise, the Bolero, the March, Minuet, Mazurka, etc. 


It would, however, be a deplorable limitation of the student’s resources, 
were he to confine his experiments in ‘‘ rhythmic style’? to those popular 
forms of which a certain (permanent) rhythmic figure is the ruling element. 
Unity, on the one hand, will dictate close adherence to the adopted rhythmic 
figure throughout the section, and even on to the end of the Song-form,—as 
in MENDELSSOHN, ‘‘Songs without Words’’ Nos. 1, 8, 14, 21, 23, 36, 43; but 
Contrast, with its equally just and persistent claims, must not be disregarded, 
in planning and executing the rhythmic design. Of the ‘‘Songs without 
Words” cited above, Nos. 8, 21, and 23 bear more or less frequent and striking 
traces of the writer’s intention of occasionally abandoning the predominant 
rhythmic motive, 

See BEETHOVEN, Symphony No. 7; observe how, in each one of the 
4 Movements, the prevailing rhythmic figures fix the general character or 
style. Also ScHUBERT, Fantasie, op. 78, 3rd Movement (Menuetto); ALomens 
musicals, op. 94, No. 2; No. 4, ‘‘ Trio”’ (5-flat signature); No.5; and ponder 
upon the resources of interest and variety suggested by the following 
manipulations (in different Divisions, however, be it understood) of a primary 
rhythmic figure: 


*« Andantino’? should be used with discrimination. For the definition 
of this frequently misinterpreted term, see BAKER, ‘‘ Dictionary of Musica] 
Terms.’’ 
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1, Adagio. 
93.Fésp =H 
s— 
Original form. later; 
Menuetto tempo. Allegretto. — 
SES SSP EsSa) Sass : z Os e 
SEE aa pepe 
0 Pp ieee 
later: later: 
Allegretto, BEETHOVEN, op. 34. 2. Andante con motu. 
ADNAN H =e 
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late Ge SSS ee 
later: Original form. 
Allegro. 

Z fe) ia —— 

(Se eee 
—f— ———*—}} 
Secs 1 
later: 


Moderato. Maestoso. 
> 


Mazurka. Allegro. TSCHAIKOWSKY, op. 50, 
we 


= later: 


The systematic demonstration of this fertile rhythmic process must be 
deferred until the pupil has undertaken the study of ‘‘ Applied Counterpoint ;”” 
but he is already entitled to such uses of it as his stimulated imagination may 
achieve. (It is somewhat akin to the processes described in par. 29¢ and 32.) 

There is one general rule, in reference to rhythmic style, which 
must be respected, namely : 

The less striking (i. e.,less irregular) a rhythmic figure is, the 
longer may it be adhered to without incurring monotony; and, 
inversely, the more irregular a rhythmic figure is, the sooner 


should it be exchanged for a simpler figure. 
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(e) The well-nigh infinite combinations of the above distinc- 
tions, including those given in par. 95 and 96, afford that complex 
of resources out of which the scarcely definable (for convenience 
called EMOTIONAL) elements of musical thought are evolved. 
These resources cannot, and should not, be theoretically classified; 
it is the duty of the individual student to investigate them for 
himself and develop his taste and xdividual style according to 
what he may discover. 

But against one very popular, and unquestionably mischievous, 
fallacy he must be earnestly warned, namely: the error of supposing 
that Music can definitely indicate any object, tell a story, express 
any idea clearly, portray any incident, or transmit emotional con- 
ditions with even approximate distinctness. THIS IS NOT THE 
MISSION OF THE TONE-ART. And insisting upon its use in the 
service of other than intrinsically musical ideas, is a degradation 
of its ethereal and lofty calling. 


At the same time, the student must quite as fully realize what Music 
can do: Music can arouse and can reflect emotional states, sometimes with 
greater power, and always with more searching keenness, than otherarts. But 
it is not possible to foretell zw//ck emotional state will be aroused, save in an 
extremely general way; and the subtility of musical impressions is the very 
attribute which distinguishes the emotional magnetism of Music from all 
other emotional stimuli, and robs these impressions of all definiteness. 

Further, Music can also roughly delineate and imitate (by its melodic 
‘lines,’ its rhythmic ‘‘movements,’’ etc.) certain primary motions of the 
material world; but with only just enough clearness to suggest,—and only 
suggest,—any one of a thousand similar material motions.* 

This imposes the undeniably binding duty upon the composer, of so 
choosing these accidental elements of suggestion as to avoid incongruity. 
For example, in a ‘‘Slumber’’-song constant or frequent fortissimé would 
be inappropriate,—except as an exposition of ‘‘ Humor in Music.’”? For an 
exquisite example of appropriate musical suggestiveness, see SCHUMANN, 
op. 15, No. 12(‘‘ Child falling asleep ’’); especially the last 6 measures, in which 
the extraordinary widening-out of the chord-forms suggests the distorted 
fancies of half-slumber, while the tired little soul floats out into oblivion upon 
the unresolved § chord of the Sub-dominant. He who can play or hear this 
passage without deep emotion, has not learned the power of the gentle Art 
of Tone! 


The pupil need make no definite effort to apply these general 
truths. He should ‘‘ bear them in mind’’ and ponder over them, 


*See the Revue philosophique for Febr., 1893, pages 124-144 (transiated 
in the ‘‘ Music Review,’”’ July and August, 1894). 


178 CODA AND CODETTA. Par. 98a. 


and leave the issue to the absorbing and assimilating processes 
peculiar to his own mental organism. In the meantime he 7s to 
follow all the given RULES to the very letter. 


Copa AND COoDETTA. 


98. The difference between these two terms is solely one 
of extent,—‘‘ Coda’’ being the original designation for an indepen- 
dent ending, and ‘‘Codetta’’ signifying ‘‘a small Coda.’’ The 
distinction may be formulated with greater accuracy by calling 
every SINGLE addition at the end (even when repeated and 
extended) a copEeTTA, and defining the CoDA as a SERIES OF 
CODETTAS. 


The latter (a series of Codettas) is extremely unlikely to appear anywhere 
in the course of a composition; hence it is safe to say that the term Coda will 
be applied only to the ending of the whole, whereas a Codetta may be added to 
any sufficiently definite member or Part, even in the course of the design. 


(a) The object and character of the Codetta are defined in 
par. 51, which carefully review, with all the illustrations; and see 
also par. 27 and par. 32.—The primary purpose, which corresponds 
to the ‘‘ Extension of a Phrase-cadence,’’ remains the same through 
all the grades of dimension in which it is achieved; and the 
dimension, or length, of the Codetta will increase in a more or 
less regular ratio to the size of the body of the design to which 
it is affixed. 

These proportions may be approximately graded, as follows,— 
it being remembered that a@ complete perf. cadence usually precedes 
the Coda or Codetta, to mark the limit of the body of the design. 

(1) The shortest cadence-extension is the reiteration (perhaps 
2, 3, or 4 times) of the single final Tonic chord. 

(2) The next larger extension consists in a repetition (perhaps 
2 or 3 times) of the two cadence-chords (V-I). 

(3) The next larger formation is somewhat apt to be a brief 
Codetta (i. e., not an extension of the given cadence, but an 
‘*appendix,’’ independent of the latter), about ‘wo measures in 
length, generally repeated, and possibly extended as at (1) or (2). 

(4) The next larger independent ending would be a Codetta 
of four measures, probably repeated and extended. 
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(5) The next larger formation might be such a 4-measure 
Codetta (repeated), followed by another of 2 measures (repeated 
and extended). This series of Codettas would be termed a Coda. 

(6) A still broader Coda would consist of an 8-measure 
Codetta (possibly repeated), followed by one of 4 measures (prob- 
ably repeated), and another of 2 measures (almost certainly repeated 
and extended). No larger form of Coda would be appropriate in 
the present grade of forms. 

Nos, 2 and 1 of this schedule will suffice, as a rule, for the 
‘*Phrase’’; Nos. 3, 2, and 1 for a large Phrase, or ‘‘ Period’’; 
Nos. 4, 2 and 1 for a large Period, Double period, or ‘‘ Part’’; Nos, 
5, 2 and 1, or No. 6, for an entire 2-Part or 3-Part ‘‘ Song-form.”’ 
It will be observed that the proportionate length is obtained by 
adding a higher (larger) grade, and not by singling out any 
special grade; in other words, the smaller grades are all expected 
to follow, in order to preserve the tapering form. But zt must 
be distinctly understood that this entire schedule ts only an approxt- 
mate theoretical table, and not necessarily practically binding, save 
as tt tllustrates an important and generally valid principle. 


An exact illustration of this tapering form is found in CHoprn, Mazurka 
35 (op. 56, No. 3), last 32 measures (Coda of 5 sections: an 8-meas. section, 
with repetition; then a 4-meas. Phr. with repetition; then a 2-meas. Codetta, 
with repetition; then one measure, repeated, and a final reiteration of the last 
chord). 

Cuopin, Nocturne No. 8 (op. 27, No. 2), last 151g measures (4-meas, 
Codetta, repeated; 2-meas. Codetta, repeated; Tonic extension). 

MENDELSSOHN, ‘‘ Song without Words’’ No. 30, last 19 measures (4-meas. 
Codetta, repeated; 2 measures, repeated; one measure, 4 times; final chord 
through 3 measures). 

BEETHOVEN, Bagatelle op. 33, No. 2, last 28 measures (similar); Bagatelle 
op. 33, No. 1, last 133 measures (4 measures, repeated; 2 measures, repeated 
twice; one measure); Bagatelle op. 33, No. 6; see also op. 33, Nos.3, 4 and 7, 

MENDELSSOHN, ‘‘ Songs without Words,’’ No. 11 (last 846 measures); No. 
12 (last 12 measures); No. 14 (last 11 meas.); No. 19 (last 153g meas.); No. 34 
(last 17 meas.); No. 42 (last 15 meas.). 

In the ‘‘Songs without Words,’’ Nos. 1, 13, 25, etc., the entire ‘‘ Song”? 
has no more than a brief Codetta. In No. 24 the Coda is very long (4444 
meas.). In No. 6 there is first a Codetta, and then a Postlude corresponding 
to the Prelude. In Nos. 4, 8, 10, etc., the formation of the Coda is irregular, 
i, e., not agreeing with the above schedule. 


(b) It has already been stated that a Codetta, being somewhat 
independent of the body of the design, may also be independent in 
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its thematic structure. This is a little more likely to be the case 
with larger Codettas, and Codas, whereas the smaller appendages 
are less likely to contain new motives. The following examples 
will sufficiently illustrate the derivation and thematic character of 
the Coda: 


MENDELSSOHN, ‘‘ Songs without Words’”’ Nos. 3, 6, 7, 14, 21, 25, 26, 31, 373 
here the Coda or Codetta is in each case derived from the first Phrase of Part 
I; often by ‘‘Melody-expansion”’ (par. 32). In No. 15 it is developed out of 
the end of Part III. 

In Nos. 29, 32, 44, 46 it is a reflex of Part Second. This is more logical 
than it is usual, in composition; for the Coda will follow Part III most 
naturally in the same way that Part II followed its First Part; and Part II, 
if independent of Part I, may need just such corroboration (see par. 103). 
It will be observed that in this case the melodic member used will appear in 
two different tonalities; at first in the key or harmony of the Second Part, and 
in the Coda,—of course,—transposed to the principal key. 

In Nos, 22 and 43, and in op. 72, No. 4 (MENDELSSOHN), the Coda is 
a contracted recapitulation of Parts II and III. In Nos. 11, 12, 19, 36, 48, 
it contains more or less new melodic material. 


(C) The most appropriate place for a Codetta is at the end 
of the entire structure, where, according to the dimension of the 
body, it may, if necessary, expand into a Coda. 

But the possibility of thus rounding off an earlier section of 
the form has been touched upon, and examples of a Codetta to the 
Second Part have already been seen (par. 894, last clause). 

Far more natural and customary than this, however, is the 
addition of a brief Codetta to the First Part, usually with repeti- 
tion and extension. This presupposes that the design of the entire 
Song-form is somewhat broader than usual. 

See MENDELSSONN, ‘‘Song without Words’’ No. 39, last 2 measures of 
Part I, 


Haypn, Symphony No. 3 (Peters ed.), Menuetto, Part 1; Symph. No. 4, 
Menuetto, Part1; Symph. No, 8, Menuetto, Part1; No.9, Menuetto, Part I, 


EXERCISE 26. 


A, An example in major, (ordinary Complete 3-Part Song-form as in 
former chapter,) with such application of the irregular Cadence-conditions 
(par. 93) as may be appropriate; with greater modulatory freedom (par. 94) ; 
and with some dynamic design,—the Song to contain at least one ## and one 
f, disposition optional (par. 95), A Coda is to be added (par, 98). 

Also a similar example in minor, with Coda. 
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B. A similar example in Adagio tempo (par. 975), with some regard to 
the conditions explained in par. 96; and with a Coda, 

An example in Presto tempo, with a Codetta to Part I, and a Coda to the 
whole, 


C. Optional, (but simple 3-Part form). See par. 137. 


CHAPTER XIV. 


Tue INCOMPLETE 3-ParRT SONG-FORM. 


QQ. In the Incomplete (or abbreviated) form, the Third Part 
is considerably shorter than Part /, in consequence of reproduc- 
ing only a portion, instead of the whole, of the latter. 

It is evident that this reproduced portion must, however, 
include the very first member of Part I, at least, in order to fulfil 
the essential condition of the tripartite design, i. e., the return to 
the beginning (par. 81a; par. 846, 4th clause). A single measure, 
if of somewhat striking character, may be sufficient to establish 
this distinction; but, as a rule, no less than an entire Phrase of 
Part I recurs, as Part III. 

(a) If the First Part is a Period of parallel construction, 
Part III may appear to be the Consequent Phrase; or it may be 
combined out of the essential members of both Phrases. But 
if the construction of Part I is contrasting, or if it consists of 
a Group of dissimilar Phrases, then the first of these Phrases must 
constitute the body of Part III. 

The difference between the ‘Incomplete’? and the ‘‘Incipient’’ 3-Part 
Song-form is discoverable in the extent (or form) of the Second Part. In 
the Incipient form, both Part III and Part JJ are so brief as to constitute 
together, apparently, no more than the equivalent of Part I; in the Incomplete 
form, on the contrary, Part II is a full-fledged ‘‘Part,’’? about the identity 


of which there can be no question, not even of quantity, while Part III is 
a decidedly contracted recurrence of the First Part. Thus: 


ae ae Phr, 
VT @) = the 3-Part Period. 
ae aaa me a 
Vitid) (1) = the Incipient 3-Part Song-form, 
Pe E ze Ph 
| erio' jo oe er. or Group ving |= the Incomplete 3-Part Song-form. 


Peer tins Period 
lt © v-—| = the ordinary Complete form. 
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For illustration : 
Assai allegro. 


Gis eer cr pees 
ee == — 


Part IT. 
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*1) The First Part is a full parallel Period, of 8 measures: Part II is also 
8 measures in length; Part III contains only six measures, in Phrase-form. 
At first glance, 3 or 4 of these last measures may seem to be derived from 
the Conseguent of Part1; but, while they correspond to the latter in register 
only, their thematic agreement with the first Phrase is complete. The 5th 
measure is derived from the last measure of Part I, and a 6th measure is added 
for the sake of symmetry. 

See also: MENDELSSOHN, op. 82, Theme; op. 83, Theme; op. 72, No. 4;— 
in each case Part III is just one-half the contents of the First Part; apparently 
the 2nd half, but always including the beginning. 

MENDELSSOHN, ‘‘ Songs without Words’ Nos. 12; 20; 15; 43. In No. 3, 
the First Part is a Group of six Phrases; Part III contains the 1st, 2nd and 
6th of these Phrases, besides 3 other (intermediate) measures. 

Cuopin, Mazurka No. 11; No. 32, first 44 measures; No. 51, first 4o 
measures (Part II an exact reproduction of Part I, but in a different key). 
Cuopin, Nocturne No. 3 (op. 9, No. 3), ‘* Agitato,’’—Part III derived from 
second half of First Part, but including the beginning. 

Mozart, Pfte. Son. No. r (Cotta ed.), Andante, (Part III corresponds 
exactly to 2nd half of Part I, but the construction of the latter is parallel. 

Haypn, Symphony No. 5 (Peters ed.), Finale, Principal Theme (model 
Second Part, sectional form; Part III like 2nd half of Part I, but including 
beginning). 

ScHUBERT, Pfte. Son. No. 6 (op. 147), ‘‘ Trio”? of 3rd Movement. 

BEETHOVEN, Pfte. Son. op. 2, No. 3, Scherzo (Part III about one-half the 
contents of First Part, and followed by two Codettas of 8 and 9 measures). 

ScHUMANN, op. 82 (‘‘ Waldscenen’’), No. 5. 

Grixc, Lyric Pieces, op. 43, No. 2 (II and III repeated). 

BRAHMS, op. 116, No. 3, ‘‘ uz poco meno Allegro.’’—Op. 118, No. 2, up to 
first double-bar (Part Ia reg. Period, repeated; the first member of Part III is 
in the ‘‘contrary motion” of Part I; Part III] a Phrase, followed by Codetta, 
rep. and extended). Op. 118, No. 4, up to double-bar (both Part I and Part III 
close with a semicadence).—Op. 119, No. 2, second tempo (4-sharp signature). 


(b) In some cases the Third Part is only a slightly contracted 
version of Part I,—as, for instance, in Ex. 91 (only one measure 
omitted). Such examples, where Part III does not omit any essen- 
tial portion of Part I, should be classed among the Complete forms. 


This may seem to place Ex. 94 in a somewhat doubtful position, though 
its Third Part is an indisputable contraction in form, from Period to Phrase. 

See also CHopin, Nocturne No. 19 (op. 72, No. 1); Part I, 21 measures, 
Part III, 16 measures. 

MENDELSSOHN, Preludium op. 35, No. 1 (Interlude betw. Parts I and IT; 
elaborate Coda). 


(C) On the other hand, as already intimated, a very few of the 
first beats of Part I, if fairly striking in character, will suffice to 
establish the tripartite design. But, unless this meagre indication 
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of a ‘‘ Return to the beginning ’’ be followed by enough consistent 
material to fill the just measure of a full-fledged ‘‘ Part’’ (in the 
manner to be seen in the 2nd and 3rd stages of the fully developed 
form, par. 1026 and c), it will not, of itself alone, entirely over- 
come the impression of a 7wo-Part design. For illustration: 


ig 
—_— cresc. sf——pp 
ZT ae eS motto = BP 


FAS Be eae ee eee ep ee 
ay a] Z Sef as enya 
el | 
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. MENDELSSOHN, op. 7, No, 6, 


#1) There may be some doubt as to whether this last 4-measure sentence 
suffices to represent a definite Third Part, but the doubt is scarcely reasonable. 
It contains, to be sure, less than one-half of its First Part; but, firstly, it is 
a complete 4-meas. Phrase; and, secondly, the peculiarly effective dynamic 
conditions with which it is ushered in (cresc. molto = — ##), emphatically 
mark one of the vital ‘‘angles’’ of the structural design. Almost precisely 
the same conditions prevail in the same opus (7), No. 1. 

In MENDELSSOHN, op. 14, Andante (Introduction to Rondo), the recur- 
rence of the first member, 5 measures from the end, is barely more than an 
intimation, and therefore the form is probably only 2-Part. 

In Cuorprn, Prelude, op. 28, No. 21, the intimation of the Recurience 
is also vague, but the form is surely 3-Part, on account of the individuality of 
the Second Part. In the following Prelude (No. 22), a Third Part can hardly 
be proven. , 

In BEETHOVEN, Symphony No. 8, ‘‘ Trio’? of 3rd Movement, there is 
a fairly convincing intimation of a Third Part, in meas. 9 of Part II. 

In Haypn, F-minor Pfte. Variations, the intimation of a Third Part 
is very vague in the Principal Theme, but quite distinct in the F-major 
Division which follows. Consequently, the former is probably 2-Part, the 
latter Incipient 3-Part form. 

In Bacu, Well-tempered Clavichord, Vol. II, Prelude 12, a Third Part is 
‘‘intimated’’; the same in Bacu, English Suite No. 1, Sarabande, 

In ScHuMANN, $ugend-Album, op. 68, No. 7 (F major), the intimation 
is so vague that the form is obviously only 2-Part; the same is true of 
MENDELSSOHN, Scherzo a capriccio (FH), Principal Theme; BEETHOVEN, 
4 Variations in F (P. v. WINTER), Theme; Haypn, Symphony No. 6 (Peters 
ed.) Andante (32 measures; 2-Part form, each Part repeated). 


EXERCISE 27. 


Two examples, one in major and one in minor, of the Incomplete 3-Part 
Song-form.—Choose a different kind of Time, grade of Tempo, dynamic 
design and rhythmic style for each. Review the directions given in Exercise 
9, last clause.—Add a Codetta or Coda, and an Introduction, if appropriate. 
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THe AUGMENTED Two-Part SONG-FORM. 


100. The occasional inclination of a Second Part to revert, 
in its later course, more or less emphatically to the first member of 
Part I, as seen in the preceding paragraph, is scarcely less likely 
to involve some other, later, fragment of the First Part. 

If the fragment thus borrowed from Part I is any other than 
the first member, every suspicion of the genuine tripartite form 
vanishes, because it is no longer a return to the beginning: the 
form is unquestionably Two-Part. 

If, again, the borrowed fragment is merely a corroboration 
of the exding of Part I, as ending of Part II, without causing 
any palpable check in the current of the latter, there is quite as 
evidently no essential change or enlargement of the Two-Part 
design (see Ex. 73). 

If, however, finally, the Second Part has been sufficiently 
individualized, and, in consequence, a disposition to ‘‘ return’”’ 
asserts itself, but, in thus evidently returning, choice chances to 
fall upon some /ater (though equally characteristic) member of the 
First Part, it is certain that the form has become richer than 
the ordinary Two-Part design, though without reaching the lowest 
limits of the Zhree-Part form. (Review par. 65, and par. 77, 
first clause.) For this intermediate design the term ‘‘ AUGMENTED 


2-PART FORM ’’ seems most appropriate. 


The form is strictly only bipartite, because the vital distinction of the 
tripartite form is wanting, excepting as its presence is to a certain degree 
‘understood’? through the act of substitution which takes place, whereby 
an inferior agent is accepted as the representative of the expected one. If 
“distinct evidence of a return to the beginning’’ is to be upheld as an 
inviolable condition of the genuine Three-Part Song-form, then the follow- 
ing Example (96) is only a bipartite design; and such other, still larger 
specimens as may be found, consisting unmistakably of three distinct Parts, 
but lacking this evidence of a return to the beginning, must be classified 
among the ‘‘ Group-forms’’ (par. 114). For illustration: 
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yore eer 


*1) Old-German love-song (harmonized by L. STark). 

*2) Part II is a full Period, up to this point, equivalent in length and 
form to the First Part. The Phrase which follows is not derived from the 
beginning but from the exding of Part I, and therefore it is not a genuine 
Third Part. Under other circumstances, such an example as this, especially 
if broader in dimensions, might be called a Group of (3) Parts; but, consider- 
ing the close affinity between this final Phrase and all the rest of the Song, it 
appears most accurate to speak of it as an AUGMENTATION of what is actually 
no more, in substance, than a Two-Part ForM. The confusing resemblance 
between this example and Ex. 73 cannot be denied; but there, the Second Part 
reverts to the ending of Part I without checking its course, or augmenting 
its formal design; while here, the Second Part might seem complete without 
the addition; therefore the latter is really an augmentation of the design. 

An excellent illustration is to be found in MenpELSsonn, ‘‘ Song without 
Words”’ No. 18; in measures 30-32 the Second Part evinces all the symptoms 
of coming to an end, and in meas. 32 a motive sets in (with strong dynamic 
emphasis and every other indication of a ‘‘new Part’’) which probably any 
one, at a first hearing, would accept as a genuine Third Part ;—on examination 
it proves to be the second member of Part I, and not the initial one at all. 
The formal proportions are almost exactly the same as in Ex. 96, so the same 
reasons preyail for calling it an Augmented Two-Part form. 

See also BRAHMS, Rhapsody, op. 79, No. 1, ‘‘ Trio”’ (signature of 5 sharps). 
In meas. 8-9 of the Second Part there are strong indications of a regular 
Dominant-ending; but the Phrase which follows is not sufficiently convincing 
of a return to the beginning. 

BRAuMS, op. 116, No. 6 (Intermezzo) first 24 measures; Part II contains 
a reproduction of all the First Part, excepting its first Member (2 measures); 
one is tempted, therefore, to call this ‘‘3-Part Song-form.’? BRAums, Pfte. 
Ballad, op. 10, No. 2, first 23 measures (excellent illustration). 

See also Cuopin, Nocturne No. 3 (op. 9, No. 3), Principal Song (Part I 
20 measures and repeated; Part II 16 measures, followed by an Augmentation, 
consisting in the ast Phrases—8 measures—of Part I). 

In Cuoprn, Mazurka No. 28, the design must be called Incomplete 3-Part 
Song-form, because the first member of Part I—omitted in Part III—is much 
like an unessential Introduction; and because every other essential condition 
points to three distinct Parts, the third of which is an almost exact recur- 
rence of Part I, contracted, and without the ‘‘ Introduction.”’ 
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EXERCISE 28. 


An example of the Augmented Two-Part form, all details optional. 


CHAPTER XV. 
THE FULLY DEVELOPED THREE-PART SONG-FORM. 


101. The complete development of the resources of the 3-Part 
Song-form depends, finally, upon the treatment of the Turirp 
Part, which, after having fulfilled the necessary condition of the 
tripartite design by reproducing the first member of Part I, may 
thereafter be elaborated into a more or less individual Part, inde- 
pendent enough (in its later conduct) of its original First Part, to 
constitute a codrdinately interesting and essential section of the 
form. In this line of progressive development, four stages may be 
distinguished. 


102a. Sracz 1 is represented by Ex. gi and its context 
(par. 91); here Part III is either a Ziteral recurrence of the First 
Part, or contains no other than such uwmessential modifications, and 
brief extensions, as add to its attractiveness without affecting the 
form, or any other essential feature of the Part. (MENDELssoHN, 
‘* Songs without Words,’’ Nos. 45, 22, 32, 35-) 


(b) In Srace 2, the Third Part is an extended version of its 
First Part, or, more commonly, of a portion of the same. As 
a rule, it reproduces only a certain fraction or section of Part I 
literally; generally no more than the first Phrase, or such a portion 
of the ‘‘beginning’’ as suffices to establish the tripartite design ; 
and then, after doing this, fills out the remainder of its allotted 
length (usually at least equal to, if not beyond, the length of 
Part I) by an extension or expansion of this member, along lines 
approximately parallel with its First Part. For illustration : 
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Part llc cetaa. Part III. 
4 baa 27 


8 measures; 
see Original. *1) 


he 


I (awVall, 
NS 


*1) Haypn, Symphony No. 1 (Peters ed.), Andante. The principal 
melody of Part I is transferred, in Part III, to the lower part, and is retained 
almost literally for 4 measures. 

*2) From here on, Part III abandons the line of the First Part, and carries 
out an interesting extension of the melodic figure of its 4th measure, followed 
by a somewhat independent Cadence-member. The Third Part exceeds Part I 
in length by 2 measures. 

See also: Haypn, Pfte. Son. No. 9 (Cotta ed.) Presto, Prin. Theme. 
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BEETHOVEN, Pfte. Son. op. 7, 3rd Movement, up to the ‘‘ Minore”’ (Part III 
very elaborate,—perhaps passing beyond this 2nd Stage; a Codetta is added); 
the same Sonata, Largo, Prin. Theme (similar). 

Mozart, Pfte. Son. No. 9 (Cotta ed.) ‘Trio’? of Menuetto (peculiar 
example; Part III contains no more than the first 11g measures of Part I, 
exact; the rest of the way—15 measures—not a single member agrees literally 
with the original Part, but the general parallelism is so perfect that the actual 
difference would not be suspected). : 

Cuoptn, Mazurka 18; Nocturne 18 (op. 62, No. 2), 32 measures (also 
Incomplete Form, i. e., Part III decidedly shorter than I); Nocturne 13 (op. 
48, No. 1) Prin. Theme (somewhat beyond the 2nd Stage). 

MENDELSSOHN, ‘‘Songs without Words,’? No. 42; 46; 31; (compare, in 
every instance, Part III very minutely with Part I). 

Grise, Lyric Pieces, op. 43, No. 5. 

BRAHMS, op. 117, No. 2; op. 118, No. 1. 


(Cc) Sracr 3 is characterized by the presence of more or less 
radically zew melodic material in Part III. It emerges naturally 
out of the 2nd Stage, and is sometimes scarcely distinguishable 
from the latter, because it is not always possible to determine just 
when the ‘‘extension’’ of the initial portion of Part I digresses 
far enough from its original object to become ‘‘new”’ in effect. 
But usually the evidence of really zew (though, of course, strictly 
kindred) members in the Third Part is unmistakable, as in the 


following : 
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etc, Codetta. 
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*1) Up to this point, Part III is a literal reproduction of the first Phrase 
of the First Part; then the line of Part I is abandoned, and in its place stands, 
first, a 4-meas. extension of the first figure, and then an entirely new, but 
sufficiently homogeneous, member, which is confirmed by reproduction. 

*2) In connection with this reproduction of the new member, see par. 103. 


This 3rd Stage represents the most perfect, richly developed, 
and beautiful variety of the genuine 3-Part Song-form; and it is, 
therefore, quite commonly adopted, especially by modern writers. 
Examples of it are very numerous, but its resources are not, and 
cannot be, exhausted. (Stage 4, as will be seen, contains one 
further trait of structural coherency, but is, on the whole, a trifle 
less genuine than the ard Stage.) 


See also: MENDELSSOHN, ‘‘ Songs without Words,”’ Nos. 37, 40 (between 
the 2nd and 3rd Stages); Nos. 25, 26, 36, 47 (all 3rd Stage). In No. 2, the Third 
Part has a somewhat suspicious break in its 16th measure, upon an imperfect 
Tonic cadence, but the following 16 measures are so intimately related to the 
preceding members, that they can hardly be called a Coda (comp. par. 930). 

ScHuBERT, Pfte. Son. No. 6 (op. 147), Andante, Prin. Theme. 

Cuorin, Mazurka 32 (op. 50, No. 3) last 100 measures (comp. with Principal 
Song, at the beginning),—Part I 16 measures, Part II 16 measures, Part III 
33 measures, 17 of which are ‘‘ new.” 

BEETHOVEN, Pfte. Son. op. 10, No, 2, Allegretto, first Song (codetta added); 
Pfte. Son. op. 10, No. 3, Menuetto, first Song; op. 14, No. 1, Allegretto, first 
Song; Symphony No.1, ‘‘ Trio”’ of 3rd Movement; Symphony No. 3, ‘‘Trio”’ 
of 3rd Movement. 

BRAHMS, op. 118, No. 3, Subordinate Theme (5-sharp signature). This 
example might be called a Quadruple Period, but the 4th Phrase is so distinct 
in style as to tempt the assumption of a ‘‘ Second Part,” brief and Interlude- 
like though it is. Op. 119, No. 3 (Part I 24 meas., Part II 16 meas., Part III 
modified at beginning, and extended). Capriccio, op. 76, No. 8. 

SCHUBERT, Momens musicals, op. 94, No. 6, first Song. 

SCHUMANN, op. 82 (‘‘ Waldscenen’’) No. 1; Part III very elaborate and 
followed by a Codetta, after an imperfect Cad. on a § chord. 


(d) In Stace 4, the Third Part contains, besides its own 
rightful material, some characteristic member of the Second Part. 

The portion thus borrowed from the (foregoing) Second Part 
may be of any extent, from a single melodic member up to a 
Phrase, or an entire Period; but it must be something feculiar 
to Part IJ, and not a passage which found its way into that Part 
from Part I,—as is more likely to be the case; hence, this device 
is more liable to be adopted when Part II is partly ‘‘new”’ in 
construction (par. 87e). In no case will Part [II include the whole 
of Part II, but only some characteristic portion. 
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The borrowed member will almost invariably be subjected to 
a transposition; for, while likely to appear at first in some key 
conforming to the modulatory design of the Second Part, it will, in 
Part III, be transferred to the principal key. 

Finally, the member borrowed from Part II, must, in order 
to affect the design, recur during the course of the Third Part, i.e., 
before its final cadence. Otherwise it will only become a part 
of the Codetta or Coda (as seen in par. 984, last two clauses, which 
review). For illustration: 


Andante, 


Ne sisal Fa CF 


tranquillo, 


bese as testers 


Fi sf aim. poco rall....... 


Part III. (from Part I). — = 
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(from Part IT) MenpDeLssoHN. §. Ww. W., No. 7. 


*1) Up to this point, Part III pursues the line of the first Phrase of Part I 
closely; what follows is neither a continuation of Part I with unessential 
changes (as in Stage 1), nor a mere extension of the foregoing member (as in 
Stage 2), nor is it new (as in Stage 3), but is borrowed from the foregoing 
Second Part, to the Consequent Phrase of which it almost exactly corresponds, 
save in key. This is an unusually striking example; so characteristic, in 
fact, that the Third Part might be called a contracted recurrence, or ‘‘ Re- 
capitulation,’”? of both Parts I and II. Compare it carefully with the text 
(par. 102d), all the conditions of which it fulfils. 

See also: MENDELSSOHN, ‘‘ Songs without Words,’ No. 41 (similar to the 
above; Part III further enriched by an additional ‘‘ new’’ member); No. 38 
(meas. 10-19 of Part III are derived from meas, 6-8 of Fart II); No. 30 (meas. 
15-22 of Part III borrowed from Part II); No. 13 (meas. 13-15 of Part III 
taken from II); No. 1 (meas. 5-6 of III borrowed from II). In Nos. 10, 33, 28 
the coincidence between portions of Parts III and II is more general than 
detailed —_MENDELSSOHN, Preludium op. 35, No. 5. In Freludium op. 35, 
No. 4, there is a suspicion of the borrowed portion constituting the beginning 
of the Coda. See also op. 7, No. 2 (very broad; large Second Part); Andante 
cantabile in B major. 

Cuorin, Etude No. 2 (‘‘ Moscheles-Fétis’? Method). 

BRAHMS, op. 116, No. 4.—ScHUMANN, $ugend-Album, op. 68, No. 2.— 
BEETHOVEN, Symphony No, 2, Scherzo, Principal Song. 


CoRROBORATION, 


103. According to the law of Corroboration,—which be- 
comes more imperative in proportion to the increasing dimension 
of the musical design,—every member which assumes a sufficiently 
striking or impressive individuality to attract more than passing 
attention, should recur more or less exactly, sooner or later, (it 
does not much matter when or where,) for the sake of thematic 
confirmation and structural balance. Or, negatively expressed, it 
is necessary ¢o avoid the isolation of any conspicuous passage or 
member; the law of Unity demands its corroboration somewhere 
or other within reasonable limits. 


This rule is involved by the law of Contrast (par. 96, which review), the 
action of which must be counterbalanced by that of Corroboration. The 
greater the Contrast,—be it in quantity or quality,—the greater the need of 
Corroboration; hence, these two equally important conditions of rational 
Form are mutually dependent. 
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This very strongly emphasizes the principle of Repetition, and 
of Reproduction, as fundamental structural law; see par. 17, 23, 


Ex. 46, par. 41, 42, 43, 54, etc. 

It demonstrates the logical justice of the tripartite designs; 
see par. 81a, gl. 

It accounts for the occasional similarity between the ending 
of Parts I and II (par. 75). 

It is often the direct cause of the Third Part reverting to some 
characteristic motive of Part II (par. 102d); or of the derivation 
of the Coda from Part II, when the latter is somewhat independent 
of its First Part. 

And, finally, it resolves itself into a more general (though not 
rigid) rule for the treatment of any single member which, being 
new, or striking, (in obedience to the demands of Contrast,) rises 
above the level of its surroundings and becomes a salient feature 
of its Division; such a member should, in well-balanced Form, 
reappear somewhere, further on,—perhaps in the Coda. 


For illustrations of this law, see Ex. 98, Note *2). 

MENDELSSORN, ‘‘ Songs without Words,’’ No. 4 (the independent Prelude, 
recurring as Postlude, at the end); No. 38 (the independent rhythmic figure 
in measures 6 and 7 of Part II, reappearing in Part III). 

BEETHOVEN, fondo in C, op. 51, No. 1 (Cotta ed., wherein all the Themes 
are marked); the triplet treatment of the principal motive, in measures 8-9 
of the Retransition after the 2nd Subord. Theme, recurs in the following Prin. 
Th., measures 4-5; the ascending chromatic run in h-sextolets at the end of 
the same Retransition, reappears near the end of the Coda; the ascending 
arpeggios in measures 1-2, 5-6, of the 2nd Subord. Theme, are corroborated 
in measures 6-11 of the Coda. 

Mozart, fondo in A minor (Cotta ed. No. 20); meas. 5 of the rst Sub. 
Th. is developed at the beginning of the rst Retransition; meas. 16-18 of the 
1st Sub. Th. reappear later on in the same Retransition; the figure in meas. 
5-6 of the 2nd Sub. Th. reappears near the end of the Coda; meas. 5-10 of the 
2nd Retransition are reflected at the end of the Coda. 

Many other proofs might be adduced, of an equally convincing character, 
in confirmation of the classic rule: ‘‘ Shun the isolation of any significant or 
striking member.” 


EXERCISE 29. 


An /example (major) of the 2nd Stage of the Fully Developed 3-Part 
Song-form (par. 1025.). Review par. 93 to 97. Add Coda or Codetta, and 
Introduction, if appropriate. Par. 130 may be referred to, and utilized if 
desirable. 
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EXERCISE 30. 


Two examples (minor and major) of the 3rd Stage (par. 102c), Review 
par. 103. See par. 137.—Par. 133 may be referred to, and utilized if desirable. 


EXERCISE 31. 


An example (all conditions optional) of the 4*4 Stage (par. 102d).—Par, 
135 may be referred to, and utilized if desirable. 


Tue Larce PHRASE-GROUP. 


104. Notwithstanding the distrust which the Group-forms 
arouse, and the caution enjoined upon the beginner in their con- 
ception and employment (par. 58, final clause), their peculiar 
importance among the architectural purposes of musical Form is 
undeniable, and their value (if for no other aim than that of 
variety, and a relaxation of the rigid lines of the primary designs) 
is positive enough, when used in the proper place, and in judicious 
proportion. 

How easily possible it is to obtain a long line of Phrases,—for 
which the term ‘‘Chain’’ might be more fitting than ‘‘ Group,”’ 
—by adding Phrase after Phrase, without pausing to sever the 
connection, and without diverging from the original character to 
such an extent as to indicate a new ‘‘ Part,’’ may be tested in such 
examples as the Pfte. Etudes of Cramer, and other similar com- 
positions. 

But, the longer the ‘‘ Chain’’ becomes, the stronger will the 
inclination assert itself to mold it into a general agreement with 
one of the regular designs, and thus to give to the otherwise 
almost inevitably incoherent series a more recognizable shape, at 
least approaching the design of the Song-forms, or a broadly 
magnified Double or Quadruple period. 

See Cramer, Etude Nos. 1, 2, 6, 13 (original complete edition, Peters) ; 
—these are simply Phrase-Chains, with little or no indication of any higher 
structural purpose or disposition; Nos. 8, 10, 14, 78 (quasi 2-Part Song-form); 
No. 5 (quasi Double period) ; Nos. 4, 7 (quasi 3-Part Song-form). 

Haypn, Pfte. Son. No. 6 (Cotta ed.) Fizale (an introductory Period, 
answering roughly for a First Part; then 15 Phrases in Chain-form, followed 
by two Codettas). 

Cuoptn, Etude No. 1 (‘‘Moscheles-Fétis”” method), quasi 2-Part Song-form. 
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Bacu, Well-tempered Clavichord, Vol. I, Preludes 1, 2, 5, 6, 13, 15, (simple 
Chain of Phrases); Vol. I, Prelude 10 (probably 2-Part Song, with long and 
distinct Coda); Vol. I, Prelude 20 (quasi 3-Part); 21 (quasi 2-Part); Vol. II, 
Prelude 6 (quasi 2-Part). 

Grirc, Lyric Pieces op. 38, No. 5 (quasi Double period; Coda). 

BRAuMS, op. 116, No. 2 (Intermezzo) zon troppo presto (6 Phrases, quasi 
Double period, extended). BRAHMS, op. 116, No. 4, Part I (7 Phrases, quasi 
Double period).—Op. 119, No. 2, first tempo (quasi 3-Part Song-form; a brief 
thematic Phrase reappears several times, in various keys and styles). 


CHAPTER XVI. 
THE EVOLUTION OF THE FIVE-PART SONG-FORM. 


I. SIMPLE REPETITION OF THE PARTS. 


105. The growth of the ordinary tripartite Song-form into 
a correspondingly legitimate form of Five Parts is initiated by 
the simple condition of Reprtirion, applied to the Divisions 
of the 3-Part form. 


(a) The general rule for these repetitions is as follows: 

Part I may be repeated alone ; 

Part II should not be repeated alone, but only in company 
with Part III. 

In other words: the rst Division (consisting of Part I) may be 
repeated, and the 2nd Division (consisting of Parts II and III 
together) likewise; thus: 

yl (See par. 834.) 

Either one alone, or both, of these Division-repetitions may 
occur; and the repetition may be exact (in which case repetition- 
marks :|| will be used, possibly with rst and 2nd ending), or it 
may be wnessentially modified. 

The questions: Whether to repeat or not? Whether to repeat exactly 
or not? and, if the latter, How little or how much unessential variation to 
introduce P are touched upon in par. 23, which review. See also par. 103. 
From these, the general principle will be inferred that the advisability of 
repetition depends: (1) upon the simple requirement of d/menston or propor- 
tion, and (2) upon the necessity of emphasizing or confirming a somewhat 


complex,or a sufictently attractive, sentence. Furthermore, a simple sentence 
will call for more elaborate alteration than a complex one. 
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(b) The rule against the repetition of the Second Part alone, 
while quite strict, is not infrequently disregarded when the Part 
is small (as in Ex, 78 and Ex. 91); or when the repetition is 
followed by additional retransitional material (as in Ex. 84); or 
when the repetition, for any other evident reason, does not tend 
to sever the connection with Part III. Other, distinctly irregular, 
cases of the repetition of Part II alone, are shown in par. 1124. 


(1) For illustrations of exact rep, of Part I, see Exs. 81, 84, 85, 89; 
MENDELSSOHN, ‘‘Songs without Words,’’ Nos. 1, 3, etc.; GriEG, Lyric Pieces, 
op. 43, No. 5. 

(2) An exact repetition of Parts JJ and IIT takes place in MENDELSSOHN, 
‘Songs without Words,’”’ Nos, 12, and 45; Grinc, Lyric Pieces, op. 12, No. 5, 
No. 7; op. 38, No. 3, No. 6; op. 43, No. 3 (final extension added). 

(3) Botk Divisions are literally repeated in BEETHOVEN, Pfte. Son. op. 2, 
No. 1, both Afenuetto and its ‘‘Trio’’?; MENDELSSOHN, ‘‘ Songs without 
Words,’’ No. y; Grixc, Lyric Pieces, op. 12, No. 43 op. 38, No. 4. 

(4) For illustrations of the repetition of Part I with unessential modifica 
tions, see MENDELSSOHN, ‘‘Songs without Words,’”’ Nos. 4, 9, 16, 21, 27, 31, 
46; BrrTrHoveN, Pfte. Son. op. 26, Scherzo ; SCHUBERT, Momens musicals 
op. 94, No. 6, ‘‘ Trio’?; CHopin, Mazurka No. 37; Haypn, Pfte. Son. No. 15 
(Cotta ed,), Adagio; BRAHMS, op. 118, No. 2, first 48 measures; op. 118, 
No. 6. 

(5) Modified repetition of the second Division (Parts II and III) will be 
found in MenpELssonn, ‘‘ Songs without Words’’ Nos. 19, 23, 48, 8; Brxrt- 
HOVEN, Pfte. Son. op. 53, #nale (Rondo) first 62 measures; ScHUBERT, 
Momens musicals op. 94, No. 2; CHoprn, Nocturne No. 11 (op. 37, No. 1) 
Principal Song; Nocturne 13, second tempo (C major); Polonaise No. 5 (op. 
44) first 78 measures (introd. 8 meas.) ; SCHUMANN, op. 99, No. § (6 minor). 

(6) Finally, d0¢k Divisions are repeated with modifications, in MENDELS- 
soHn, ‘‘Song without Words’’ No. 29; Haypwn, Pfte. Son. No. 14 (Cotta ed.) 
Adagio, first 56 measures; CuHopin, Nocturne 2 (op. 9, No. 2); Nocturne 3, 
first tempo; Nocturne 15 (op. 55, No. 1), first 48 measures; Mozart, Pfte. 
Son. No. 11 (Cotta ed.) Andante. 


EXERCISE 32. 


An example of the 3-Part Song-form, each Diviston (Part I alone,—Parts 
II and III together) repeated, with unessential variations. See par. 130, which 
may be applied here, if deemed desirable. See par. 137. 


2. MorE ELABORATE REPRODUCTIONS OF THE SECOND D)iVISION. 


106. The entire line of development, beginning with the 
simple tripartite form and leading up to the genuine 5-Part 
Song-form, does not, in any sense, concern the manipulation of 
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the First Part; but refers exclusively to the reproduction of Parts 
II and III, It runs through five successive and clearly distin- 
guishable Stages, definable as follows, according to the method of 
treatment adopted IN REPRODUCING THE SECOND ParT: 


(a) The rst Stace in the evolution of the 5-Part form is 
represented by the exact, or unessentially modified, repetition 
of the second Division (irrespective of the treatment of Part I), as 
indicated in par. 105, and illustrated in the fifth set of references 
given above. As nothing beyond the idea of simple Repetition is 
herein embodied, and as “‘ repetition effectuates no actual advance 
in structural design,’’ whether modified (wxessentially) or not,— 
see par. 21, last clause,—the term ‘‘ 3-Part’’ form must be adhered 
to in this rst Stage. 


(b) In Srace 2, a more significant alteration of the original 
Second Part is made (upon the reproduction of the latter as Part 
‘*Four’’), consisting in its recurrence 7m a different key. Here, 
already, the term ‘‘ Five-Part’’? Song-form may be adopted. 

This transposition of the Second Part may be partial, or 
complete. In the latter case, the Part is transferred bodily, with 
little or no further change, a certain interval upward or downward ; 
usually, though not necessarily, into some closely related key. 

There will be no difficulty in making the modulation rz¢o the new plane, 
because of the (presumably) complete cadence at the end of the Third Part,— 
which the transposed version of Part Il is to follow. And the return to the 


criginal key can easily be accomplished during the usual,—possibly special,— 
Retransition. Par. goc. For illustration: 


Part I. (Period, 8 measures.) 
\ 


Presto. 


= eto. ; Ree— 
Original. *1) 
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MIXtONBIONY cia'c 5 cso eres e siniei= mise Seielsie ies cle 


Retransition. 


*3) 


(recurrence of TIT), MENDELSSOHN, 


[ID etc.; see Original. 
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*1) MENDELSSOHN, ‘‘ Song without Words” No. 34. 

*2) The entire Second Part is transferred bodily downward a Srd ; and 
the transposition is literal, only excepting in measures 8 to ro (chiefly during 
the ‘‘extension’’). 

*3) At this point, the purpose—and the method—of regaining the original 
modulatory line, are displayed. The Fourth Part ends upon £, a 3rd lower 
than before; here the same Retransition is again utilized, but it gradually 
shifts upward, in admirable keeping with the nature of the figure, until, at 
Note *4), the original location, upon G, is reached. 

See Cuopin, Mazurka No. 33; the transposition is not literal, but constant. 

RuBINSTEIN, Le Bal, op. 14, ‘‘ Contredanse,”’ No. 3 (Allegretto, § time); 
transposition not literal, but affecting the entire Part. 

ScHUMANN, Bunte Blitter (op. 99) No. 12 (‘‘ Abendmusik’’), Principal 
Song; Part II distinct and repeated; Part III also repeated, alone. 


If, as is somewhat more likely to be the case, the transposition 
of Part II (as Part IV) is not to extend uniformly through the 
entire Part, then the melodic line of Part IV may either be so 
conducted as to return at some point (gradually or abruptly, 
as proves most convenient) to the original line of Part II; or 
Part IV may be abbreviated, or otherwise so manipulated as to lead 
properly into the key of Part V. 


See MENDELSSOHN, ‘‘Song without Words’? No. 24; Part IV sets out 
a step higher than Part II; the transposition is not literal, but constant, so 
that the Parts are of exactly similar length; in meas. 13 of Part IV, the 
original melodic line is regained, then again abandoned for 114 measures, and 
then so guided as to close precisely as Part II did. 

In ‘‘Song without Words’? No. 14, Part IV begins a fifth lower than 
Part II does, and adheres to this interval of transposition up to the 9th 
measure, whereupon a skip of four measures occurs, leading abruptly back 
into the original melodic line of Part II, the last 3 measures of which recur 
literally. 

In No. 44, the transposition is only partial, affecting the second half (two 
measures) of Part IV, which is a 3rd higher than the corresponding measures 
of Part II; the change of key spreads slightly beyond the limit of the Part, 
however, and involves the first chord of Part V. (See par. 110.) 


(c) In the 3rp Stace, the idea of ‘transposition ’’ still 
prevails, for a longer or shorter period, at the beginning of Part 
IV; but the change of key gives rise, naturally, to other, more 
radical, changes in the thematic structure of the Part, which 
sometimes assume significant proportions, 


See MENDELSSOHN, op. 72, No. 5; Part IV begins a step higher than the 
Second Part does, and pursues the melodic line of the latter quite closely for 
§ measures; then digresses, and expands, but closes just as Part II did.— 
‘Song without Words’? No. 43; Part IV lies a 4th above the Second Part 
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for 4 measures; then diverges, adds 3 ‘‘new”’ measures, and leads into ar 
intimation of the First Part (as Part V). This intimation is almost vague 
enough to justify calling these two ‘‘ Parts’? a Coda.—‘‘ Song without Words” 
No. 17; Part lis a small Period, 4 meas., closing with an imperfect cadence; 
Part III has exactly the same melody, but modulates into a similar imperfect 
cadence, thus inaugurating the fransposed recurrence of Part IV, as a natural 
consequence; Part IV utilizes two measures of Part IJ, then diverges, extend- 
ing the given material in an independent manner, and, omitting all the rest of 
Part II, closes in the 7th measure; a long Retrans. follows. 

Cramer, Etude 17 (orig. compl. edition); Part IV is much longer than 
Part II, and consists of two similar Sections, both ending with the same 
complete cadence. This last example might, perhaps more accurately, be 
classed among those of the 4th Stage. 

Cuoprtn, Nocturne 8 (op. 27, No. 2); Part I 9 measures, imperfect cadence; 
Part IV follows the melodic line of Part II quite closely for 8 measures (at first 
a 6th above, then a 2nd below), and then leads back to the beginning with 
a shorter and more emphatic Retransition. 

ScuuBErtT, Pfte. Son. No. 10(Bb major), Fizale, first 73 measures; Part I 
repeated; Part IV begins exactly as Part II does, but soon diverges, trans- 
poses, extends and adds new material, to considerable length, 


(d) In the ru Sracz in the evolution of the 5-Part Song- 
form, the Fourth Part no longer adheres strictly to any portion of 
the melodic line of Part II (in the same key, or a different one), but 
is a completely ‘‘ reconstructed’’ recurrence of the latter. This 
reconstruction, however, is conducted along lines corresponding 
generally to the former contents and style of Part II, so that a more 
or less palpable resemblance between the two versions is preserved. 


This is admirably illustrated in Cuoptn, Prelude op. 28, No. 17; Part II 
begins, in meas. 19, with an enharmonic change; Part III contains only the 
first half of Part I, and ends with the semicadence at that point; Part IV also 
starts out with an enharmonic change, imitates the conduct of the Second Part 
for a while, but is longer and more elaborate than the latter. Observe, par- 
teularly, the dynamic design, also, of this composition (par. 952). 

See further, MENDELSSOHN, Preludium op. 35, No. 2(D major); Part 7V 
is very much longer than Part II, and resembles the latter most closely in its 
later course.—SCHUMANN, Arabesque (op. 18), ‘‘ Minore I.”’ 


(e) In Sracz «¢, finally, all palpable resemblance disappears, 
and Part IV becomes a distinct and individual member of the 
form,—independent of the Second Part, notwithstanding their 
coincidence of purpose. For this, the fully developed, 5-Part 
Form, a new title might be adopted, indicative of its characteristic 
ana inviolable derivation from the tripartite design, namely: A 
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3-Part form with two different ‘‘ second ’’ (or ‘‘ middle ”) Parts, or 
‘‘Departures’’ (par. 81a). It is the type of the Form explained 
in par. 124. 

See Scuumann, Kreisleriana (op. 16) No.6; Humoreske (op. 20), ‘‘ Einfach 
und zart’’; same work, ‘‘Innig’’; MVachtsticke (op. 23), No. 4. 

BEETHOVEN, Pfte. Son. op. 13, Adagio; Parts and V repeated.—MOZART, 
“Fantasie and Sonata’? in c minor, Adagio of the Sonata (Cotta ed. No. 18). 
These two examples are both unusually broad in design, and approach a certain 
grade of the Higher Forms, in connection with which they will again be cited, 
fn another volume. 

Cuopin, Mazurkas, Nos. 1, 2, 5, 8, 15, 30 (long Coda), 48.—Pfte. Son. No. 2 
(op. 35), ‘* Pit lento’? of Scherzo (Parts IV and V repeated). 

RuBinsTeEIn, Le Bal (op. 14), ‘‘ Contredanse,”’ Nos. I, 2, 4. 


TREATMENT OF ParT Fivz. 


107. In all of the above cases of modified reproduction of 
the second Division, the Fifth Part is an additional ‘‘return’’ to 
the beginning (or da capo), and therefore it is likely to corroborate 
Part III. But it is not necessary that it should correspond exactly 
to the latter. All the various modes of treating the Third Part,— 
the several stages of divergence from, and elaboration of, the First 
Part, enumerated in par. 102@, 6, c, and d@ (and par. gga, 4, c), 
—may be exhibited in Part V, irrespective of the species of 
manipulation previously chosen for the Third Part. Hence it is 
possible that Parts I, III and V, while essentially corresponding 
in contents, may all differ in treatment, each representing a com- 
paratively independent version of the original ‘‘ Statement ’’ (par. 
81a); perhaps in progressive ratio,—Part V becoming the longer 
and more elaborate of the three versions (comp. par. 53); but, on 
the other hand, it is equally consistent, though less usual, to 
abbreviate the third ‘‘ return,’’ especially in lengthy compositions, 
for obvious reasons. 


In MENDELSSORN, ‘Songs without Words,’”’ Nos. 19 and 24, Part V is 
exactly like Part III; in No. 48 itis a slightly variated recurrence; in Nos. 34 
and 23 it is extended a trifle at the end; in No. 14 it is considerably changed 
and extended; in No. 8 it is enriched by the addition of new material. 

In MENDELSSOHN, Preludium, op. 35, No. 2, Part V reproduces a larger 
portion of the First Part than the Third Part does (which is unusually brief), 
then adopts the whole of Part II, and then adds new material,—but without 
disturbing its own continuity. 

In SCHUMANN, Kreisleriana (op. 16) No. 6, Part III is an extended version 
of Part I, while the Fifth Part returns to the original form and reproduces 
Part I almost literally. 
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In ScHUBERT, Pfte. Son. No. 10 (Bp major), Axdante Movement, Subordi- 
nate Theme (3-sharp signature), the First Part is repeated with a characteristic 
change of style; after Part III is closed, a similar repetition of the second 
Division is s¢a#ted, with the same change of style, and with every indication 
of genuine purpose; but upon approaching the end of Part II (IV) the purpose 
is abandoned, for reasons incidental to the Higher Form of which it is a portion, 
and, consequently, Part V does not appear at all. 

In ScHUMANN, op. 82, Nos. 6 and 9g, a somewhat similar omission of 
Part V (the final da cago) occurs, though here it is less convincing, because, 
unlike the ScHuBERT example, Part IV differs from Part II. These examples 
will be cited again, in par. 115. 


THE OLD-FASHIONED RONDEAU, AND THE 7-PART FORM. 


108a. The 4th and 5th Stages of the Five-Part Song-form, 
explained in par. 106d and e, correspond in design to the most 
common species of the ‘‘ Rondeau,’’—a form that was in vogue in 
the 17th and 18th centuries, and subsequently developed into the 
more elaborate modern ‘‘ Rondo.”’ 


Illustrations may be found in ‘‘Les Maitres du Clavecin”’ (Litolff ed.), 
Vol. II, pages 142, 148, 158, Rondeaus by J. PH. RAMEAU. 


(b) The fundamental idea that has been seen to result in the 
enlargement or growth of the tripartite design into one of five 
Parts, is, plainly, that of multiplying the ‘‘ Departures’’ from 
the original Statement (Part I), in connection with each ensuing 
‘“*Return.’’ This idea was quite frequently carried still farther, by 
older writers; more,—it must be observed,—with an eye to mere 
length, than to compactness and true beauty of form. Thus, the 
old-fashioned Rondeau often embraced three and even more differ- 
ent, but kindred, ‘‘ Departures’’ (or ‘‘ Counter-themes’’), each in 
One-Part form, followed by as many recurrences of the First Part 
(‘‘ da capos’’). 

See J. S. Bacu, Partita II, ‘‘ Rondeau” (three departures); J. Pu. 
RamEAu, ‘‘Les Maitres du Clavecin’’ Vol. II, p. 144 (three departures) ; 
FRANCOIS CouPERIN, same publication, Vol. II, pages 116, 126 (three depar- 
tures). 

In its application by later, and by some modern, composers 
to the system of musical designs, it has given rise to a form which, 
by analogy with the above, must be denominated the ‘‘ SEVEN- 
Parr Sonc-rorm.”’ Fortunately for the purity, concentration 
and stability of musical architecture, these attenuated, restlessly 
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revolving structural designs, whose only logical justification is that 
of alternation, are very rarely adopted. The student of musical 
Form should shun their imitation. 

See ScHuUMANN, WVachtsticke (op. 23), No. 13 7-Part Song-form (i. e. a 
principal Part,—parallel Period,—with 3 different and distinct ‘‘ departures,” 
and as many da cafos), followed by a long Coda in which even Parts VIII and 
IX are intimated._—Same opus (23), No. 2, measures 25 to 51; 7-Part form on 
a diminutive scale (Part I, 4 measures; II, 2 measures; II, 4 measures; IV=II 
transposed; V, 6 measures; VI, 5 measures; VII, 4 measures, followed by 
Retransition into the Principal Song).—ScHUMANN, op. 15, No. 113 7-Part 
form, the 3rd departure (Part VI) identical with the first one (Part II). 


EXERCISE 33. 


A. An example of the 5-Part Song-form, Stage 2 (par. 1064); all detailed 
conditions optional. Reference may be made to par. 132. See par. 107. 

The pupil should, hereafter, endeavor to SKETCH HIS WORK RAPIDLY, 
especially the PRINCIPAL MELODIC LINE OR LINES,—unless his musical 
disposition be such as to render such a desirable process impracticable or 
insurmountably difficult. In any event, it is wise to fill out as much of the 
details as possible with all necessary accuracy at leisure, after the main design 
is fixed. See par. 137. 


B. An example of Stage 3 (par. 106c). See par. 107.—Application of 
par. 129, or 130, may be made, if desirable. 


C. An example of Stage 4 (par. 106d). See par. 107.—Application of par. 
133 may be made. 


D. An example of Stage 5 (par. 106e). Review pars. 87, 88, 89, 903 pars. 
95, 96: par. 107.—Application of par. 134, or 135, may be made. 


CHAPTER XVII. 
THE IRREGULAR PART-FORMS, 


109. There are a few other varieties of these musical designs 
(consisting in the association or compounding of ‘* Parts’’) which 
violate one or another of the essential conditions of the regular 
structural plan, and must, therefore, while being accepted and 
sanctioned, be qualified as ‘‘irregular.’? The pupil can not afford 
to remain in ignorance of them, but must estimate them as very 
tare, and abstain from their too frequent use. 
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1. THE TRANSPOSED THIRD PART. 


110. A da capo, or recurrence of the First Part, beginning 
in any other than the principal key, is naturally hazardous, because 
the resumption of the original key (after probable absence from it 
during Part II) is quite as vital an indication of the Third Part, as 
is the recurrence of the first melodic member. But a harmless trans- 
position is nevertheless conceivable under the following conditions : 

(1) That the beginning of Part Lis of so striking a character 
in melodic, rhythmic or harmonic respect, that its recurrence is 
sufficiently convincing, despite the change of key; 

(2) That Part III appears just where it is expected ; 

(3) That it appears at nearly, or quite, its fud/ length ; and 

(4) That a decided return to the principal key is effectuated 
during the course of the Third Part. 

Further, the end of Part II should be plainly recognizable. 

The transposition may extend through the entire Third Part, 
or through only a portion of it; but will always, in this phase of 
irregular form, affect its beginning. 

Illustrations of such ‘‘tampering with the beginning’? of Part III as 
paves the way to the deliberate transposition of a section, or all, of the Part, 
have been cited in the notes to Ex. 88, and context, and are repeated here for 
renewed reference: MENDELSSOHN, ‘‘ Songs without Words,”’ Nos. 40, 41, 36, 
37 (first measure of Part III); Cuoprn, Mazurka 46 (meas. 24-25); Nocturne 16 
(op. 55, No. 2, meas. 9); ScHuMANN, Waldscenen (op. 82) No. 4,—d minor, 
meas. 23 (comp. with meas. 1); BRAHMS, Balladen op. 10, No. 4, meas, 27-28 
(comp. with meas. 1-2); Pfte. Pieces, op. 117, No. 2, meas. 51-54 (comp. with 
meas. 1-3); op. 118, No. 2, meas. 34-36 (comp. with meas. 1-2, of which they 
are the ‘‘contrary motion’’); op. 118, No. 6, meas. 59-62 (comp. with meas. 
I-4); op. 119, No. 2, second tempo (4-sharp signature), measures 25-26 (comp. 
with meas. I-2); op. 119, No. 3, measures 41-42 (comp. with first measure, of 
which they are an ‘‘augmentation’’). 

In some cases the transposition of Part III does not affect 
the original Zonzc, but simply changes the mode from major to 
minor, or vice versa. But usually some other (almost invariably 
next-related) Tonic is chosen; most frequently the Subdominant. 
These various conditions, concerning the manner, the extent, and 
the modulatory relation of the transposed Third Part, are illustrated 
in the following: 

ScHUMANN, Bunte Bliétter (op. 99), No. 11,—March in d-minor, meas. 


27-30 (a third higher than first Phrase of Part I); same work, No. 3 (Part III 
in Subdom. key); Avabesque, op. 18, ‘‘ Minore II’? (Part II very independent), 
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BRAHMS, op. 116, No. 5; (Part II ends on Dom., as usual; Part III begins 
in Subdom. key, and follows the First Part closely for four measures, then 
becoming more independent). 

GRIEG, op. 38, No. 8, first tempo. 

BEETHOVEN, Symphony No. 3, Funeral March, first Theme; (Part III 
begins in Subdom. key; Parts II and III repeated; Codettas).—Pfte. Sonata, 
op. 14, No. 1, Finale, one-sharp signature. Pfte. Sonata, op. 22, Finale, 
measures 72-103. 

Bacu, Well-tempered Clavichord, Vol. I, Prelude 9; Vol. II, Prelude 
19 (in each case, Part III begins in the Subdominant key); Vol, II, Prelude 
22 (the same; Part II begins in meas. 16, Part III in meas, §5). 

ScHUBERT, Momens musicals op. 94, No. 1, ‘‘ Trig”’ (one-sharp signature; 
Part III the Opposite mode of Part I for 4 measures); Zmpromptu op. go, 
No. 4, ‘‘ Trio”’ (four-sharp signature; similar); Fantasie in G, op. 78, ‘‘ Trio”’ 
of Menuetto; String-quartet in A, op. 29, Menuetto. 

Cuopin, Nocturne 12 (op. 37, No. 2), meas. 30-69.—Jmpromptu, op. 36 
(F#-major) ; a unique example, the Parts very broad, very elaborate Coda. 


Sometimes this transposed recurrence is applied to the Fifth 
Part (par. 107). 

And it is not infrequently involved by some modulatory design 
extending through an entire 5-Part Form. 


Haypn, Symphony 12 (Peters ed.), Adagio; (Part V transposed, extended, 
and reproduced in original key; quasi 7-Part form, with Coda). 

Cuortn, Etude op. 25, No. 3 (Parts III and IV transposed; Part V again 
in original key; quaint modulatory design). 

SCHUMANN, Ffaschingsschwank op. 26, movement IV, ‘‘ Intermezzo’”’ 
(key-scheme: Part I, ep-ep—/; Part III, ep-ap-Bp ; Part V, ap-dp-Zp). These 
last two unique examples should be carefully examined. 


2. THE Group or Parts, INcrprent STAGE. 


111. The distinction made in chap. VII (particularly pars, 
57, 58, 59) between the regular, coherent forms, and the more 
loosely connected group-formations, may be extended to the 
Part-forms also. Thus, the ‘‘ Parts,’? even in the 3-Part form, 
are sometimes so loosely associated, with so little regard to the 
principles of logical continuity and cohesion, that only the term 
‘‘Group’’ may justly be applied. This disintegration of the form 
is initiated by all such liberties in the structure of the Second Part 
as tend to isolate it from its fellows, either in consequence of 
thematic independence and diversity, or of more or kss complete 
separation by a full cadence. 
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112. Some of these irregularities have already been inti- 
mated—in par. 87e, and 1056; but it is necessary, here, to 
enumerate: them more specifically. 


(a) Cases of UNDUE ISOLATION OR DISTINCTNESS OF Part II, 
caused by striking difference in style or thematic structure, or by 
complete detachment (at the cadence) from Part III, are exhibited 
in the following: 


ScHuUMANN, Kreisleriana (op. 16) No. 4; Albumblitter (op. 124) No. 3. 

Cuoprtin, Nocturne 4 (op. 15, No. 1).—BRAHMS, op. 118, No. 5. 

In Braums, op. 117, No. 2, the Second Part is thematically almost 
identical with Part I, but radically different in style, through its entire length. 

In BRAHMS, op. 116, No. 2, and GRIEG, op. 38, No. 1, the distinct Second 
Part is followed by quite an elaborate Retransition. 


(b) A REPETITION OF THE SECOND PART ALONE often occurs 
in direct consequence of such distinctness of character. Compare 
par. 103; and par. 105q, last clause. For illustration, see: 


BEETHOVEN, Bagatelle op. 33, No. 2; Pfte. Son. op. 14, No. 2, Finale, 
meas. 73-124 (Part II repeated and extended; followed by a Retransition),.— 
Ex. gt of this book.—CHopin, Mazurka No. 24.—SCHUMANN, op. 124, No. 43 
op. 15, No. 6.—GrRinG, op. 38, No. 7. 

An extraordinary example is found in BrEETHoveEN, Pfte. Son, op. go, 
Finale, first 32 measures; peculiar, not only because of the (apparently 
uncalled-for) repetition of Part II, but chiefly for its modulatory design; each 
of the three Pa. ‘s,—including Part II and its repetition,—closes with a perf. 
cadence in the principal key. Such daring experiments as this are for the 
pupil’s amazement, not for his imitation; he must defer them to the period 
of his most absolute maturity.—Compare par. 88. 


113. Indirectly analogous to the Transposed Third Part 
(par. 110), is the SEQUENTIAL, OR TRANSPOSED, REPRODUCTION 
of one or another of the Parts,—a proccss which also militates 
against the stability of the structure. See: 


Bacu, Well-tempered Clavichord, Vol. II, Prelude No. 11 (F major); 
modified sequence of Part I, in meas. 17-32. 

Cuorin, Prel. op. 28, No. 24; sequential reproduction of First Part, in 
meas. 21-38. Nocturne 18 (op. 62, No. 2), meas. 32-57; Two-Part form, Part 
II sequentially reproduced (a third higher), Nocturne 1o (op. 32, No.2) prz 
agitato ; Two-Part form, reproduced bodily a half-step higher. 

ScuuBeERT, Fantasie in G (op. 78) Andante, meas. 31-49; a 2-Part form with 
Codetta, followed, in the next 19 measures, by a slightly modified sequence. 

BRAHMS, Pfte. Son. op. 1, Finale, second Subject (one-sharp signature) ; 
Third Part extended by elaborate transposed reproduction. 
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3. GROUP OF PaRTs, DEVELOPED, AND EXTENDED. 


114. The disintegration of the regular Song-form, of which 
"he above paragraphs exhibit the incipient stages, becomes complete 
when Part number Three (unmistakably identified as such by 
its style, and by the foregoing cadence) does not in any sense 
correspond to the First Part. Comp. par. 8ra. For such a series 
of three independent Parts, no other epithet than ‘‘Group’’ can 
properly be employed. Review 694, and 70. See: 


Haypn, Symphony No. g (Peters ed.), Fizale, principal Theme. (Part I, 
8-meas. Period; Part II, 8-meas. Period, with strong perf. cadence on original 
Tonic; Part III, 16-measure Double period,—suggestive of the foregoing Parts, 
but unquestionably independent of them). 

ScHUMANN, Pafilions (op. 2) No. 9,—Parts II and III similar, each Part 
repeated. 


115. Such examples of the Group-form as are thus limited 
to three Parts, are, however, very rare. It is far more usual, when 
this irregular design is adopted, to extend it to four or more Parts. 

And, quite frequently, the specific principle of the tripartite 
forms is manifested by a ‘‘return to the beginning’’ (Part I), in 
one of the later Parts,—generally the last one. In this case, espe- 
cially, the possibility, and occasional presence, of an independent 
Coda to the Group may be demonstrated. For illustrations, see: 


BEETHOVEN, Bagatelle op. 119, No. 3 (five Parts, each repeated, and 
Coda; Part V like I)—ScHuBEer?T, Momens musicals op. 94, No. 3 (four Parts 
and Coda; Part IV like I). 

CuopIn, Nocturne 5 (op. 15, No. 2;—four Parts, and Codetta; Part 1V 
like I), Nocturne 6,—four distinct Parts. Nocturne 9(op. 32, No. 1; peculiar; 
Parts I to III regular,—III like I; followed by a Fourth Part which embraces 
a transposed recurrence of Part II, and is repeated, with Codetta-extension). 
—Mazurkas, Nos. 3, 7, 20 (five Parts, V like I); Mazurkas, Nos. 14, 19, 21, 39 
and 41 (four Parts, IV like I); Mazurka No. 27 (five Parts, thus: I, II, III, II, 1); 
Mazurka 34 (six Parts, VI like II; each Part repeated); Mazurka 35 (seven 
Parts; I repeated; VI like III; VII like I; VII reproduced, ‘‘ dissolved’’ and 
extended; Coda). 

ScHUMANN, Waildscenen (op, 82), No. 6, represents an ostensible 5-Part 
form (Part III like I) with omission of the final da capo (Part V). Such 
deficiencies are usually made partly good in the Coda; but in this case there 
is no more than a trace (in the last measure) of such a compensation. Op. 82, 
No. g, is almost precisely the same. In the PagzJlons (op. 2), No. 8, the form 
is ostensibly 3-Part, with introductory Part (four in al}) 
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BRAHMS, Cafriccto, op. 76, No. 5 (six Parts, III like I, V like II, VI 
like III, brief Coda; the form is quasi 5-Part, first stage,—par. 106¢,—with 
tnterpolated Part after Part III). 


EXERCISE 34. 


A. An example of the 3-Part Song-form with transposed Third Part 
(par. 110). Choice of key optional; and the transposition may extend through 
the whole, or only a portion, of Part I. Apply par. 129, or 130. See par. 137. 


B. One example of the Group of Parts, according to par. 115. Apply 
par. 133, OF 131. 
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DIVISION THREE. 
THE COMPOUND SONG-FORMS. 


116. The last degree of enlargement and development 
possible within the domain of the homophonic forms, is achieved 
by associating complete Song-forms. See par. 69e. 

The association is effected in general accordance with the rules 
governing the union of Parts in the 3-Part and 5-Part forms, but 
with less stringency. Thus, while the law of ‘‘Recurrence’”’ must 
be respected, more latitude is permitted in regard to thematic and 
formative relation between the several Song-forms; and uninter- 
rupted connection at the points of contact, is the exception, rather 
than the rule. 


CHAPTER XVIII. 
THE SONG-FORM WITH ONE “TRIO.” 


117. The most common of these Compound forms consists 
in the association of two Song-forms. The one which comes first 
is called the Principat Sone (chiefly by virtue of its location, and 
its recurrence) ; the second one in the series is commonly called the 
‘*Tr10’’ (for reasons derived from a now obsolete custom), but the 
designation adopted in this book, in analogy with the terminology 
of all Higher forms, is ‘‘ SUBORDINATE Sonc.”’ 

After the latter, the Prin. Song recurs, as a ‘‘Da Capo,”’ 
conformably with the ruling principle of all tripartite designs. 
Thus, the Song-form with one ‘‘Trio”’ is perceived to be a broader 
exposition of the 3-Part Song-form, in which each ‘‘ Part’’ has 
expanded into a complete ‘‘Song-form.’? Compare par. 77; 
81a; 91. 

Besides the popular term ‘‘ Trio,’? many others are employed by different 
composers to indicate the Subord. Song in their Compound Song-forms; 
e. g., ‘‘Alternativo,’”’ ‘‘Intermezzo,’’ ‘‘Musette’”’ (in the Gavotte), ‘‘ Fris’’ 


or ‘‘Friska”’ (after the ‘‘Lassan’’ in the Hungarian Czardas). In older 
compositions, the successive Song-forms were sometimes simply numbered: 
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Menuet I, Menuet II; Passepied I, Passepied II, etc. (BAcH, 2nd English 
Suite). Sometimes the terms ‘‘ Minore’’ and ‘‘ Maggiore”’ are used, indicating 
at the same time the corresponding change of mode for the Subordinate Song; 
and frequently, for a similar reason, the sign of altered fempo or character 
| (‘pit lento,’’ ‘meno mosso,” etc.) serves to denote the second Song-form. 
Finally, all external indication is often omitted, save perhaps a change of 
signature. The derivation of the term ‘‘ Trio’’ is illustrated in Bacu, 3rd 
French Suite, Menuet (Prin. Song for two melodic parts, Subord. Song for 
three, hence a ‘‘ Trio’’). 


The details of the SonG-ForM wiTH ‘‘ TRI0”’ are as follows: 


THE PRINCIPAL SONG. 


1 18a. The Principat Sone may be of any character, and 
is constructed most frequently in the 3-Part Song-form, with all 
repetitions ; possibly with a brief Codetta. As a rule, it closes with 
a strong perfect cadence in its own key, sufficient to constitute 
absolute independence of form. 


See: BEETHOVEN, Pfte. Son. op. 2, No. 1, Menuetto, first Song (40 meas- 
ures); 3-Part form, all repetitions.—Pfte. Son. op. 2, No. 2, Scherzo (ditto).— 
In Haypn, Pfte. Son. No. 6 (Cotta ed.), first movement, the Principal Song 
is repeated entire, as Variation, before the Subord. Song appears. 

(b) A Prin. Song in 2-Part Song-form is very unusual; and 
still more rarely is the One-Part form chosen. In the latter case, 
the Suxsord. Song must be at least 2- or 3-Part form, and very 
distinct in character. 

See: Cuoprn, Mazurka No. 50, first 32 measures (2-Part form, each Part 
separately repeated),—BEETHOVEN, Pfte. Son. op. 31, No. 3, Menuetto (ditto) ; 
Pfte. Son. op. 110, second movement, first signature (2-Part form).—BRAHMS, 
op. 116, No. 3, first 34 meas. (Prin. Song only One-Part form,—ext. Double 
period; but the following Subord. Song is 3-Part form and distinct), Op. 116, 
No. 7 (similar)—Hungarian Dances, No. 1 (Prin. Song 2-Part form, each 
Part repeated); Nos. 5, 6, 9, similar.—Cuoprin, Nocturne No, 1 (Prin. Song, 
One-Part). 

(C) In some comparatively rare cases, a very brief TRANSITION 
intervenes between the Prin. Song and the following ‘‘Trio.’’ It 
serves as a mediating link between the different styles and keys 
of the two Songs, and becomes more necessary, and more extended, 
in proportion to the degree of their differentiation. It need not 
impair the independence of the Prin. Song, for the complete 
cadence of the latter may precede the transitional passage; though 
sometimes this cadence is so modified or concealed that the Tran- 


sition may emerge from it. 
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See: BEETHOVEN, Pfte. Son. op. 14, No. 1,second movement (Prin. Song, 
3-Part form with Codetta; one measure of Transition)—Haypn, Symphony 
No. 3 (Peters ed.), Menuetto (2 meas. of Transition precede the ‘‘ Trio’’).— 
CuoptIn, Prelude op. 28, No. 15 (Prin. Song 3-Part form, cadence evaded— 
measure 27—by resting on Dominant).—ScuuMANN, Waldscenen (op. 82), No. 
8; Prin. Song 3-Part form, long Codetta; the cadence-measure transitionally 
bridged. 


THE SUBORDINATE SONG, oR ‘‘ TRIO,”’ 


119. The Susorpinate Sone, or ‘ Trio,’’? should contrast 
quite positively in general character with its Principal Song, 
though radical or extreme difference of style, to the utter exclusion 
of organic interdependence, consistency, and congruity, must be 
avoided. In some examples, especially older Dances, there is 
scarcely any recognizable diversity between the two Songs; but 
in more modern composition, contrast and separation are the laws 
of the Subord. Song. 

In BEETHOVEN, Pfte.-Son. op. 2, No. 1, Menuetto, the Prin. Song is 
rhythmically marked, and somewhat dramatic; the ‘‘Trio’’ is smooth and 
more lyric; but the organic harmony between them is perfect. In the next 
Sonata, op. 2, No. 2, Scherzo, the contrast is more striking; and in the 3rd 
movement of the next (op. 2, No. 3) it is still more emphatic; but in both, 
admirable consistency is preserved. 


Thematic relation of the Subord. Song to its Prin. Song is 
uncommon, and, when it appears, it must be counteracted by more 
complete contrast in style. 

See: Haynpn, Pfte. Son. No. 6 (Cotta ed.), first movement; the first figure 
of the Subord. Song corresponds closely to that of the Prin. Song; the rest 
is thematically independent, but similar in style.—In the next Son. (No. 4), 
Finale, the Prin. Song is in 2-Part form; the Subord. Song resembles it, for 
a time, so closely that it appears to be no more than a Variation of the former; 
but it is in 3-Part form, and in the opposite mode.—In BRAHMS, op. 116, No. 3, 
and op. 119, No. 2, the thematic material of the two Songs is identical, but the 
change in style almost radical, especially in the latter example. 


But the entire perplexing question of analogy (consistency, 
inner and outer harmony) between the two Songs in this Compound 
form, depends more largely upon the correlation of Time, Key and 
Tempo. These establish the requisite exterzal conformity without 
encroaching upon the conditions of contrast and separation; while 
thematic coincidence may only ensure the more vague and (in 
homophonic forms) comparatively unessential zzmer affinity. 
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(a) The Time of the Subord. Song is almost invariably the 
same as that of its Prin. Song; i. e., doth are either in duple, or 
triple, measure. Exceptions: 


In Cuorin, Gp-major Impromptu, and Nocturne No. ro, @ or @& and 12 
time are interchanged. In Nocturne 14 (op. 48, No. 2) the Prin. Song is in 
¢ time, and the ‘‘ Trio”’ (molto piz lento) in §.—In BRAHMS, op. 116, No. 4, the 
time changes from ? to §.—BrETHOVEN, Symphony No. 6, third movement; 
change from § to }.—It must be emphasized, that this is exceedingly un- 
common. 


(b) The Key of the Subord. Song is always related, in some 
degree, to that of the Prin. Song, though unlimited option prevails 
in the choice of relationship (near or remote). In the oldest, and 
in some modern, examples, the sedfsame key is retained; in which 
case the separation of the Songs, and their respective completeness 
of form, is more strongly marked : 

Haypn, Symphonies (Peters ed.), Nos. 1, 4, 5, 6, 7, 8, 10, 11, 12,—third 
movement of each. BEETHOVEN, Symphonies, Nos. 1, 2, 3, 4, 6, 8,—third 
movement of each. 


The next step to this, in the early history of the ‘‘ Trio,”’ 
appears to have been the choice of the Opposite Mode of the same 
Tonic: 

BEETHOVEN, Symphony No. §, third movement (c-minor and C-major); 


Pfte. Sonatas, op. 2, No. 1; op. 2, No. 2; op. 7,—third movement of each. 
BRAHMS, op. 119, No. 2.—Cuopin, Polonaise No. 1. 


The Relative (major or minor) key is found in: 


BEETHOVEN, Pfte. Sonatas, op. 2, No. 3, third movement (C-major and 
a-minor) ; op. 22, op. 28, third movement of each. 


Next to these in popularity is the choice of the Subdominant 
key (or its Relative) for the ‘‘Trio’’; this, in the modern March 
and in many Dances, has become a usage almost equivalent to 
a rule. It is notably appropriate in the homophonic domain of 
musical architecture, because the inclination to relax toward the 
lower (Subdom.) keynotes,—in distinction to the aspiring impres- 
sion conveyed by the upper (Dominant) ones,—is characteristic of 
the inferior range of forms. This point, which is of vital moment 
in the Complex forms, will be reverted to in connection with the 
Rondo- and Sonata-forms, in a subsequent Volume. 


214 THE SUBORDINATE SONG, OR ‘‘ TRIO.”’ Par. 119d. 


The Subdom. key appears in BEETHOVEN, Pfte. Son. op. 10, No. 3, third 
movement, (D-major and G-major); and in Pfte. Son. op. ror, second move- 
ment (March).—The Relative of the Subdom. in BrrrHoven, Pfte. Son. 
op. 10, No, 2, second movement (f/-minor and Dp-major); also op. 14, No. 1; 
and op. 27, No. 1, second movement of each. 

See also: Cuoprtn, Polonaises, No. 2, No. 3, No. 4. 


Other possibilities of key-relation between the Prin. and 
Subord. Songs are exhibited in the following: 


BEETHOVEN Symphony No. 7, third movement (Mediant-Dominant 
relation,—/-major and D-major,—the Mediant of the key of the Prin. Song 
is the Dominant of the ‘‘Trio’’). The same relation obtains in Haypn, 
Symphony No. 3 (Peters ed.), third movement.—In Haypn, Symphony No. 2, 
third movement, the keys are D and Bp-major (Tonic-Mediant relation).— 
The same in Cuoprn, Polonaise No. 6.—BRAHMS, op. 116, No. 6 (Dominant- 
Relative key). Scuusrert, 7mpromptu op. 90, No. 2 (Zp-major and 4-minor), 


(C) The Tempo of the Subord. Song is very often, perhaps 
usually, a little more tranquil than that of the Prin. Song; though 
it may be the reverse of this, and, sometimes, it remains unchanged. 
This is dictated by the consideration of contrast, which prevails, 
mildly, in this respect also. See: 

BEETHOVEN, Symphony No. 4, Menuetto (‘‘Trio’’—un poco meno Allegro); 
Sym. No. 7, third movement (‘‘ Trio”’—Presto meno assai).— BRAHMS, op. 116, 
No. 3 (Subord. Song—uzn poco meno Allegro).—CuHoPiIN, Nocturne 13 (poco 
piu lento). 

MENDELSSOHN, Pfte. Son. op. 6, second movement (‘‘ Trio’’—piz vivace). 

GRIEG, op. 38, No. 8 (f7% mosso, ma tranquillo). 

In BEETHOVEN, Pfte. Son. op. 26, second movement,—as in the majority of 
cases,—no tempo-mark is given for the ‘‘Trio’’; but it is manifestly more 
tranquil in character than the Prin. Song, and will almost certainly suggest 
a slight relaxation of speed,—to a thoughtful and susceptible performer. 


(d) The Form of the ‘‘Trio’’ is generally Three-Part; occa- 
sionally only Two-Part. The One-Part form is very uncommon, 
and can be chosen only when the Subord. Song is very distinct 
in character, and when its Prin. Song contains at least two Parts, 
—compare par. 1184. See: 

BEETHOVEN, Pfte. Son. op. 2, No. 1, Menuetto (‘‘ Trio”’ 3-Part Song-form); 
op. 10, No. 2, second movement (Subord. Song in 3-Part form, with modified 
repetitions). : 

BEETHOVEN, Pfte. Son. op. 26, second and third movements (‘‘ Trio’’ in 
each case 2-Part form); the same in op. 27, No. 1, second movement, and 
op. 27, No. 2, second movement. 

Cuorin, Mazurka 10 (Prin. Song 3-Part; Subord. Song only One-Part 
form, but distinct); Mazurkas 45 and 46 (‘‘ Trio”? One-Part form); Mazurka s51- 
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(‘‘Trio’”? one large Part)—ScHUMANN, Waldscenen, op. 82, No. 7 (Prin. 
Song Two-Part form with Codetta; Subord. Song, one Part).—BEETHOVEN. 
Bagatelle, op. 33, No. 4(Subord. Song, one Part); Pfte. Son. op. 10, No. 3, 
Menuetto (ditto).—BRAHMS, op. 116, No. 6, and op. 117, No. 1, the same. 

(e) While the Subord. Song, like the Principal one, is 
expected to terminate with a complete perfect cadence,—as implied 
in par. 116,—it is by no means uncommon to introduce a brief 
RETRANSITION after the Subord. Song, serving to lead smoothly 
back into the recurrence of the Prin. Song, or ‘‘ Da capo.’’ Comp. 
par. 9oc. It is more necessary than the Transition into the 
Subord. Song (par. 118c), because, the form having once been 
expanded by the addition of a Subord. Song, the ‘‘Da capo”? is 
inevitable. 

The Retransition may be independent of the Subord. Song,— 
following after the complete cadence of the latter; or it may be 
evolved by dissolution and modification of the cadence-member. 
The details may be apprehended from the following examples: 


BEETHOVEN, Pfte. Son. op. 7, third movement, end of ‘‘Minore”’ (two 
measures of Re-transition); op. 10, No. 2, second movement (6 meas. of 
independent Re-transition); op. 26, Scherzo (4 meas. of Re-transition); op. 2, 
No. 3, Scherzo (the ‘‘ Trio”’ is in 3-Part form; Parts II and III are repeated, 
and the latter is so modified,—dissolved,—at its end, as to lead away from its 
own Tonic, into the Dominant of the Prin. Song, which follows as ‘‘Da 
capo’’); op. 10, No. 3, Menuetto (similarly, the ‘‘ Trio”? ends on the Dom. of 
the Prin. Song); op. 14, No. 1, second movement (the same),—BEETHOVEN, 
Symphony No. 3, and No. 5, third movement of each.—Haypn, Symphony 
No. 2 (Peters ed.), and No. 3, third movement of each.—BRAHMS, op. 116, No. 7 
(elaborate independent Re-transition, after the Subord. Song); op. 117, No. 3 
(the same). 

Ahego SUIOWN Tey Nero 


120. The recurrence of the Prin. Song, or the so-called 
‘“*Da capo,’’ after the Subordinate Song, is, as a rule, dteral 
When such is the case, it being unnecessary to write out the entire 
Prin. Song again, its reproduction is merely indicated by the 
words da cafo (i. e., ‘‘from the beginning’’), or simply the letters 
D. C.; or dal segno (i. e., ‘‘ from the sign’? — $4 —) in case the first 
few tones or measures are so involved in the Re-transition as to 
be excepted from the recurrence. 

It is a rule, however,—with no other foundation than tradition, 
—that such repetitions of the Parts as may have occurred at first, 
are to be omitted in the ‘‘Da capo’’; hence the directions often 
encountered: D. C. ma senza ripetizione. 
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See: BEETHOVEN, Pfte. Son. op. 2, No. 1, third movement, end of 
“‘Trio”’3 op. 10, No. 3, Afenuetto, end of ‘‘Trio”’; op. 22, Afenuetto ; and 
op. 26, Scherzo, end of ‘‘ Trio.’”,—CHnopin, Polonaise I; Mazurka 6, 12, etc. 


The ‘* Da capo,”’ as a diteral reproduction of the Prin. Song, 
is, as implied above, the species which characterizes the genuine 
Song-form with ‘ Trio.” 

But slight modifications or variations of the ‘*Da capo,”’ as 
long as they remain thoroughly unessential, are permissible. In 
such cases the recurrence of the Prin. Song (Menuetto, Scherzo, 
or whatever it be) is, of course, written out. 

N. B. It must be strictly borne in mind, that, as the modifi- 
cations of the ‘‘Da capo’’ become more and more elaborate, the 
design diverges in the same ratio from the specifically homophonic 
Compound Song-form, and approaches the spirit and detail of the 
Rondo form. 


See BEETHOVEN, Pfte. Son. op. 31, No. 3, Menuetto ; the ‘‘Da capo”? is 
written out, but not a tone is altered, excepting the final chord. Writing out 
the Z‘teral reproduction of the Prin. Song appears whimsical, but it is often 
involved by the Coda, and may be done purely for the convenience of the 
player. 

Cuopin, Mazurka No. 23 (literal): No. 47 (literal, excepting repetitions); 
Impromptu, op. 29 (Ap-major), literal; Jmprompiu, op. 66 (c#-minor), literal, 
excepting introduction.—_ScHuBERT, Momens musicals, op. 94, Nos. 1 and 4, 

The ‘‘ Da capo”? is slightly variated in Cuoprn, Nocturnes No. 11, No. 10, 
No. 1.—BRAHMS, op. 116, No. 3; op. 117, No. 1; op. 117, No. 3 (repetitions 
also omitted); op. 119, No. 2. 

Somewhat more elaborate variation occurs in the ‘‘ Da capo’’ of CHOPIN, 
Nocturne No. 13; BEETHOVEN, Pfte. Son. op. 27, No. 1, second movement? 
and BEETHOVEN, Bagatelle op. 33, No. 4. 

In Cuorrn, Mazurka No. 36, the first 14 measures of the ‘Da capo” are 
transposed (a half-step lower). 


Alterations of the design of the Prin. Song, in the ‘‘ Da capo,” 
affect the genuineness of this class of forms more seriously than 
simple variation of detail, because they are of a more essential 
nature. The most natural, justifiable and common practice, is to 
abbreviate the ‘‘Da capo’’ ;—especially by reducing the recurrence 
of the 3-Part (or 2-Part) Song-form, to its First Part alone. Such 
a contracted *‘Da capo’’ may, subsequently, be extended, or 
otherwise modified. See N. B. above. 


See BrETHOVEN, Bagatelle op. 33, No. 2.—Also, Symphony No. §, 
Scherzo. 
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Cuoprin, Mazurkas 17 and 31; Mazurka 25 (Prin. Song, broad 2-Part 
form, with complete repetition; ‘‘Da capo”’ abbreviated to First Part, slightly 
expanded). Polonaise No. 4; Polonaise No. 6 (Prin. Song, 3-Part form, broad 
First Part; ‘‘ Trio,’’ 2-Part form, Part I repeated, Part II dissolved into elabo- 
rate Re-transition; ‘‘ Da capo”’ contracted to one-half of PartI). Jmpromptu 
in Gp-major, op. 51, (‘‘Da capo”’ abbreviated, and modified by extension); 
the same in Nocturnes 3 and 14, Prelude, op. 28, No. 15, and Mazurka 38. 

BRAHMS, op. 116, No. 6; op. 118, No. 4. (‘'Da capo”? abbreviated and 
modified.) 


An extension of the ‘‘ Da capo”’ takes place in: 


Cuopin, Mazurkas 32 and 36; and BRaHMs, op. 116, No. 7. 


Tue Copa, 


121. The addition of a Copa to the entire Compound form 
is not only possible, but desirable and necessary, apparently in 
proportion to the importance attached to the ‘‘ Da capo,’’ and the 
extent of its elaboration. Hence, while a Coda very rarely follows 
the simple forms of the Song with ‘‘Trio’’ as employed in older 
Dances (with /iteral D. C.), it is rarely, if ever, absent after a ‘* Da 
capo’’ that has been modified, and often it is quite extensive and 
self-assertive. See par. 98a. 

The Coda may be derived from azy anterior motive or member; 
or it may (rarely) introduce new motives. And it may conform in 
style and melodic contents either to the Prin. Song or the Subord, 
Song (chiefly the former); or, possibly, to both in turn. See: 

BEETHOVEN, Pfte. Sonatas, op. 2, No. 1; op. 2, No. 2; op. 7, etc., third 
movement of each,—zo Coda. 

BEETHOVEN, Pfte. Son, op. 2, No. 3, Scherzo (Coda derived from Prin, 
Song); Pfte. Son. op. 14, No, 1, Allegretto (Coda taken from Subord, Song, 
‘“‘Maggiore’’); Pfte. Son. op. 26, third movement (‘‘ Funeral march’’), last 
7 measures; Pfte. Son. op. 27, No. 1, second movement, last 12 measures 
(Coda simply an extension of the ‘‘Da capo’’).—CnHoprn, Mazurka No, 32 
(elaborate Coda); No. 38 (Coda from Part II of Subord. Song).—ScHuBeErt, 
Impromptu, op. 90, No, 2 (Coda from ‘‘ Trio’’); MENDELSsSoHN, Symphony 
No. 4(‘‘ Italian,” op. go), third movement,—Coda utilizes ingeniously a motive 
of the ‘*’Trio,”—BRAHMS, op. 116, No, 6, last 7 measures (from Subord, 
Song); op. 118, No. 4, last 23 measures; op. 119, No. 2, last 5 measures (from 
Subord, Song), 


MISCELLANEOUS EXAMPLES OF THE SONG-FORM WITH ONE ‘ TRIO.”’ 


ScuusBeErt, Pfte. Sonatas, Nos. I, 2, 4,6, 8, 9, 10,—third movement of each. 
—Impromptu, op. 142, No. 2. 
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Mozart, Symphonies (Litolff ed.), Nos. 2, 3, 4, 5; 6, I1, 12, 13. third 
movement of each. 

BRAHMS, Pfte. Son. op. 1, Scherzo ; Pfte. Son. op. 2, Scherzo ; Pfte. Son. 
op. 5, Scherzo; Pfte. Balladen, op. 10, No. 15 Intermezzo, op. 76, No. 7 (Prin 
Song, One-Part form); Symphony No. 3, third movement 

The String-quartets of HaypN, Mozart, BEETHOVEN and other classic 
writers, Menuetto or Scherzo (as a rule, the third movement of each). 


122. A confusing trait of resemblance between the Song 
with one ‘‘Trio’’ and the simple 5-Part Song-form, is exhibited 
in certain diminutive examples of the former, where the Subord, 
Song is only One-Part form, and the ‘‘ Da capo”’ abbreviated. 


This is seen in CuHoprin, Mazurka 13 (Prin. Song 3-Part form; Subord. 
Song only one Part, but very distinct in character and mode; ‘* Da capo uly 
contracted to ove of the original three Parts). Precisely the same conditions 
prevail in Grixe, Lyric Pieces, op. 12, No. 3.—These are both examples of the 
5-Part Song-form, stage 5, cited in par. 106e; but they are extreme specimens, 
owing to the unusual independence and diversity of the Fourth Part,—which, 
for this reason, assumes the rank and characteristics of a ‘‘ Trio.”?’ Were the 
‘“Da capo”? not reduced to one Part, the identity of such a Subord. Song 
would be beyond question. 

In Cuopin, Mazurka 42, again only five Parts are represented,—the Prin. 
Song being in ¢wo Parts, and the Subord. Song in ome ; but here the ‘' Da 
capo ’’ is not abbreviated (save by omission of repetitions). 


EXERCISE 35. 


A. Anexample of the Song-form with one *‘ Trio,’’ in major; both Songs 
in 3-Part form; ‘*Da capo” literal’ no Transition or Re-transition.—Apply 
par. 136. 


B. An example of the same form, in minor; design of Songs optional; 
‘*Da capo”? literal Apply par. 134, or par. 135. 


C. Same form; design of Songs optional; Re-transition; ‘‘Da capo” 
unessentially modified.— Apply par. 136. 


D. Same form; ‘‘Da capo”’ abbreviated; Coda.—Apply par. 135. See 
par. 137. 
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CHAPTER XIX. 
EXTENSIONS OF THE “SONG WITH TRIO.” 


123. The simplest method of extension is, here again, that 
of Repetition. It is applied, not infrequently, to the Subord. 
Song and the ‘‘Da capo’’ ¢ogether, precisely as in the 3-Part 
Song-form with repeated Second and Third Parts. See par. 105a. 

The repetition may be exact or modified,—generally the 
former, though it is natural to abbreviate the last ‘‘ Da capo,’’— 
more rarely the first one. A Coda may follow. 


See BEETHOVEN, Symphony No. 4, third movement (Prin. Song— 
**Minuetto’’—3-Part form with all repetitions, and Codetta; ‘* Trio’’ 3-Part 
form; Re-transition; rst ‘‘Da capo’? literal, excepting repetitions; ‘ Trio” 
again, exactly as before; second ‘‘Da capo’’ contracted to Third Part; Coda 
of 3 measures).—In BEETHOVEN, Symphony No, 7, third movement, the same 
repetition occurs, in the original score; a Coda is added, reverting very briefly 
to the motive of the Subord. Song. (In some modern editions, and modern 
performances, this extensive repetition is omitted.)—BEETHOVEN, Bagatelle 
op. 33, No. 7, (both ‘‘ Songs’ in concise 2-Part form, with repetitions; both 
‘Da capos’”’ complete, but variated; Coda).—BEETHOVEN, Pfte. Son. op. 54, 
first movement (the Subord. Song is at first an extended Period, with transposed 
and enlarged reproduction, and Re-transition; when it recurs, after the first. 
‘Da capo,” it is abbreviated to the length of a simple Period; the two ‘*Da 
capos’’ are variated, in progressive degrees; Coda). 

In Haypn, Pfte. Son. No. 7 (Cotta ed.), Finale, the Subord. Song and 
“Da capo”’ are repeated with considerable, but probably unessential, moditi- 
cation (Prin. Song, 2-Part form; Subord. Song, 3-Part; no Coda), Pfte. 
Son. No. 8, Scherzando (very similar; brief Coda). Pfte. Son. No. 12, first 
movement, the same. 

In ScouMANN, Symphony No, 4 (d-minor, op. 120), Scherzo, the ‘‘ Trio”’ 
recurs, similarly, after the ‘‘ Da capo,”’ but is linked with the Transition which 
leads into the Finale ; in other words, the second ‘‘ Da capo’? is omitted. 


THE SONG-FORM WITH Two ‘ TRIOos.”’’ 


124. When such an enlargement of the form is contem- 
plated, it is, however, much better and more customary to avoid 
the monotony attendant upon so extensive a repetition, by invent- 
ing a new (second) ‘‘ Trio,’ instead of the recurrence of the first 
one. This design corresponds to that of the fully developed 
5-Part Song-form (par. 106e),of which it is a broader exposition, 
Compare par. 117, second clause. 
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The two -‘Trios’’ should stand in quite marked contrast with 
each other; one of them generally maintaining closer agreement, 
in character and style, with the Prin. Song, while the other 
diverges more emphatically. Consequently, it is not unusual for 
the Subord. Songs to differ from each other in Z7me, as well as in 
tempo and key; though this is more commonly the case in modern 
examples. 

After each Subord. Song, the Prin. Song recurs, as **‘ Da 
capo,’’ sometimes literally (excepting the repetitions), but more 
frequently abbreviated, or otherwise modified. A Coda may be 
added. 

See Jouann Lupwic Kress, Partita II, “’Menwets ’ (three, numbered 
I, II, III,—No. I recurring as ‘‘ Da capo” after each of the others). [To be 
found in ‘* Les Maitres du clavecin”’ (Litolff ed.), Vol. I, p. 73.]J 

Mozart, Symphony No. 8 (Litolff ed.), fourth movement,—Menuetto 
with two ‘ Trios’’ (not to be confounded with the second movement of the 
Symphony). 

MENDELSSOHN, Wedding-March from music to ‘*‘ Midsummer-Night’s 
Dream.”’ 

ScHUMANN, Symphony No.1, Scherzo (Prin, Song 3-Part form; ‘*Trio I”’ 
very divergent in character, time, and tempo; broad form, with modified 
repetitions; first ‘‘Da capo’’ without repetitions; ‘‘ Trio II’ resembles Prin, 
Song; 3-Part form, with Codetta from Second Part; second “Da capo” 
abbreviated ; Coda contains reminiscences of ‘‘ Trio I’’).—Symphony No. 2, 
Scherzo.—Pfte. Quintet, op. 44, Scherzo.—Pfte. Quartet, op. 47, Scherzo.— 
Pfte. Trio, No. 3, op. 110, third movement. 

Braums, Pfte. Scherzo, op. 4.—Symphony No. 2, third movement (Prin. 
Song § time, Adlegretto, 3-Part form; First Subord. Song, same key, } time, 
Presto, 3-Part form; first ‘‘Da capo” abbreviated and modified; Second 
Subord. Song, 8 time, Presto ; second ‘‘Da capo’’ complete, but transposed 
during the first Part; Coda). In this unique example, the two ‘ Trios’”’ 
represent, essentially, two similar extreme Variations of the Prin. Song. 


THE Group oF SONG-FORMS. 


125. The process of group-formation, beginning with the 
Phrase-group (par. 57) and passing on through the Group of 
Periods (par. 59), the Large Phrase-group (par. 104) and the Group 
of Parts (par. 114, 115), culminates, in the homophonic forms, in 
the Group of entire Song-forms. It is distinguished from the 
regular Compound forms, explained above, by the absence, or 
irregular disposition, of the ‘‘Da cafo,’’ whereby the condition 
of ‘*Return, after Departure,’’ is not fully or correctly satisfied 
(par. 81a). See par. 69c. 
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See BEETHOVEN, Pfte. Son. op. 106, Scherzo (First,—or Principal,—Song, 
2 Parts, each repeated; Second Song, ditto; Third Song, change of tiine and 
tempo, 3 Parts; Fourth Song like First, variated; Coda. The form is quasi 
“Song with two Trios in succession’’). 

Cuopin, Polonaise No. V, the same; (the Third Song,—or 2nd ‘“‘ Trio,’”’— 
is in Two-Part form, very broad, and with complete transposed reproduction). 

BRAHMS, Pfte. Ballade op. 10, No. 2, the same design. Rhapsody, op. 119, 
No. 4, (design: Prin. Song—* Trio I’’—‘‘ Trio II’’—‘‘ Trio I’’—Prin. Song, 
Coda). Pfte. Ballade op. 10, No. 4, (design: Prin. Song—‘‘ Trio I’’—Prin, 
Song—*‘ Trio II’’—Coda, consisting in a portion of the First Subord. Song, 
interwoven with the first motive of the Prin. Song. The final ‘‘Da capo”? is 


omitted). 
ScHUMANN, Wachtstucke, op. 23, No. 2, (design: Prin. Song—‘‘ Trio I’’ 
7-Part form—Re-transition—Prin, Song, abbreviated—‘‘ Trio II””—* Trio I’? — 


Prin, Song).—Symphony No. 3 Scherzo, (design: Prin. Song—Song II— 
Song III—Song IV, transposition of Prin. Song—Song V—Song VI, ‘Da 
capo’’ of Prin, Song—Coda). 

Cuorin, Waltz No. 1 (Group of 5 Songs, V like I). 

These represent the last degree of enlargement, the broadest 
proportions attainable within the sphere of the Homophonic 
Forms. 

EXERCISE 36. 


A. An example of the Song with two ‘‘ Trios,’’ in major, first ‘* Da capo” 
abbreviated.—Apply par. 133 (Scherzo). 


B. The same, in minor. Apply par. 136. 
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DIVISION FOUR. 
CONVENTIONAL STYLES OF COMPOSITION. 


126. An extremely large proportion of all music written, 
belongs to the Homophonic domain of composition. The entire 
range of musical products within this domain may be approxi- 
mately divided into three gencral classes or styles of composition, 
distinguished by the respective predominance of one of the three 
essential factors of the art: Melody, Harmony and Rhythm. 
(Carefully review par. 97, recollecting, however, that the distinc- 
tions there defined constitute a different classification from the one 
under present consideration.) 


(a) The first, or Lyric, class, in which the element of 
MeEtopy predominates, is characterized chiefly by the Song (with 
or without words), and embraces also the Air or Aria, Lied, 
Canzone, Cayatina, Idyll, Barcarolle or Gondellied, Romanza, 
Reverie, Nocturne, Serenade, ‘‘ Melody,’’ Chanson, Lyric Piece, 
Ballade, Elegy, Berceuse or Cradle-song, Pastorale,—and many 
other compositions of similar character but with more or less 
arbitrary and specific titles. All of these may be ezther vocal or 
instrumental in conception and setting. To this class belong also 
the sacred Hymn, Psalm-tune, Chorale, Chant, the simpler church 
Anthems, the secular Terzetto, Quartet, Chorus, Glee, Madrigal, 
etc., all of vocal conception. 


(b) The second, or Erupg-, class, in which the most promi- 
nent element is that of the Harmony, is characterized chiefly by 
the Etude, and includes also the various kinds of Studies and 
Exercises; the Toccata; certain varieties of the Prelude; generally 
also the Caprice or Capriccio, Scherzo, Scherzando, Impromptu, 
Intermezzo,—though the character of these latter is indefinite and 
variable. The compositions of this class are almost invariably 
tnstrumental in conception and setting. 
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(C) The third, or Dancz-. class, distinguished by the prev- 
alence of the element of RuytuHMm, embraces all Dances, old and 
modern, and the March. Conspicuous among these are the Min- 
uet, Gavotte, Courante, Sarabande, Gigue or Jig, Waltz, Polka, 
Galop, Mazurka, Tarantella, Saltarello, Siciliano, Lindler, Bolero, 
Quadrilles, Polonaise, Marches of varied character (Wedding-M., 
Funeral-M., Festival-M., etc.), and many other species of a more 
or less kindred nature. This class of compositions is very gener- 
ally, though not always, zzstrumental in conception and setting. 


(d) It must be remembered that this is only an approximate classification, 
and that, while some of the conventional styles enumerated have become 
distinctly typical, others again are so indefinite and arbitrary as to defy exact 
classification. Hence, it is often impracticable and unwise to apply these 
class-distinctions rigorously, It is perfectly just to impart a conspicuously 
melodic character to a Dance-form, as long as the rhythmic element maintains 
its preéminence; or to an Etude,—though, in the latter case, it would transfer 
the composition to the lyric class, and the reasons for calling it an ‘‘ Etude” 
would have to be sought in other, technical, peculiarities of the piece. This 
accounts for the apparently careless or erroneous choice of title in certain 
examples; many a Nocturne or Waltz, so-called, belongs properly to the 
Etude-class,—and wice versa. 

As a rule, however, the student should exercise judgment in naming 
his compositions. It is best never to use descriptive titles (almost utterly 
senseless when applied to music—e. g. ‘‘ Among the roses,’’—‘‘ Shower of 
pearls,’’ etc.), but only such conventional titles as the above, which indicate 
the general or typical musical characteristics of the piece. A very important 
lesson is conveyed to the young composer by BRAuMS, in his almost exclusive 
use of the terms Capriccio, Intermezzo, Fantasie, for his pianoforte-pieces; 
and in the choice of the simple femfo designations: ‘‘Allegretto,’”’ ‘‘Andante,” 
etc., adopted as sole title by many serious composers. 


127. A description of each of these conventional species 
of composition may be found in standard dictionaries of music, 
and in such books as the ‘‘ Musical Forms’’ by E. Paver. Ali 
that need be added, here, is a purely technical definition of such 
structural traits as concern the present student, who is expected 
to write an example of each, or at least of the most important, of 
the typical varieties noted. 
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CHAPTER XX. 
THE LYRIC CLASS. 
1. THE Sonc, witH Worps. 


1 28a. As concerns the first, and apparently difficult, consid- 
eration of choosing the TExT for a Song, the student will find the 
richest and most trustworthy fund of suitable words in the volumes 
of Songs already written and published. From these he can 
choose, studiously ignoring the musical setting before him. Or he 
may take a Psalm, or some other Bible passage; or may adopt 
a poem from books of standard poetry, though this is the least 
advisable course for the beginner to pursue. 

The text should first be thoroughly memorized, and mentally 
repeated, until it begins to suggest consistent musical setting. This 
will facilitate the choice of general characteristics, i. e., between 
duple and triple Time, major and minor mode, brisk or deliberate 
tempo, bold or graceful style. 


(b) In the serrine, the rhythmic distinctions of the musicai 
meter must coincide quite accurately with the prosody of the text. 
Important words and accented syllables should be placed against 
the accented, or higher, or longer, tones ; and lower, shorter or 
unaccented tones should accompany unemphatic words and syl- 
lables. 


This important rule operates, however, mainly by comparison: an un- 
accented word or syllable may be set to an accented tone, if the accent is 
subordinate ; or to a higher tone, if it occupies a /ight beat. For illustration: 


*1) *2) *3) 


“Gol - den vis-ions” ‘Gol-den” ‘Gol - den vis - ions” 


“Gol - den vis- ions” ‘Gol -den vis -ions of.... the past,” 
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*1) Good, because the accent at c is subordinate to that at g, and at the 
following 4.—*2) Doubtful, because of the emphasis attached to a compara- 
tively very high tone.—*3) Better, because the high tone is unaccented.— 
*4) Eccentric.—*5) Objectionable.—*6) Better.—*7) Such an accent as this, 
upon a light final syllable, is permissible at any cadence. 

Furthermore, this rule must always be applied with sufficient latitude to 
ensure perfectly unconstrained melodious conduct of the vocal part. The 
words are to be regarded and treated, constantly, as the subordinate element 
of a Song. 


(C) In writing for the human voice, it is necessary to regard 
the average compass of the part in question: 


(bo) 
Bass. 2 (x) TENOR. as £ pe 
7 ALTO. é SoOPRrANno. we (2 2.) 
=e wv = 
(*) +” a 


The range of Baritone is between Bass and Tenor; that of 
Mezzo-Soprano, between Alto and Soprano. 

Care must be taken to avoid maintaining, persistently, either 
a comparatively high, or low, range of the chosen voice. This 
consideration will influence the choice of key. 


(d) The student should endeavor to reflect the character of the 
text in the mood of the music. He must determine the dynamic 
and declamatory design, according to the dramatic undulations of 
the text; but must avoid exaggerated minuteness in this respect. 
The effort to ‘‘illustrate’’ each single suggestive word leads to 
unevenness of structure, and hampers the essentially mzzsical con- 
ception. This is the gravest error that can attach itself to a vocal 
composition ; for a Song must be first, and always, good, melodious, 
and self-sufficient music. 


(e€) In the noration of the vocal part, the notes which 
accompany separate words or syllables must be detached; two or 
more notes to the same word or syllable must be connected, either 
by beams, ties, or slurs: 
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—_——_ Braums, 
103. SS 
S aS on enocenan =aes| 
“‘Shroud-ed in sad - ness,” ‘‘all........ is dark.” 


“Fit - + + ful — sun - beams,” 


(f) The rorm of the Song will depend largely upon that of 
the text, which may demand almost any of the forms explained 
in chapters VI to XVII of this book, from the large (or repeated) 
Period, up to the 3- or 5-Part form, or Group of Parts. But 
preference should be given to the Two- and Zhree-Part Song- 
forms, and an effort be made to adapt the text to such a design, 
before commencing the composition. 

When the text is divided (or divisible) into stanzas, the 
composition may be strophic, i.e., music may be set to the first 
stanza only, and simply reproduced, with more or less essential 
change, for the following ones. See: 


ScHUBERT, ‘‘ Miiller-Lieder’’ (op. 25), Nos. 1, 7, 8, 9, 10, 13, etc. 
BEETHOVEN, ‘‘An die ferne Geliebte’’ (op. 98), sections a, 4, c, d, e} 
(section f is in 3-Part form; the final section is a Coda, compounded out of 
the first section). This cycle of Songs ranks among the most beautiful and 
impressive in all musical literature. The student is to examine it thought- 
fully. Its design is, of course, the Group of Song-forms (par. 125). 
ScHuUMANN, “‘ Liederkreis’’ (op. 24), Nos. 4, 7- 


Or the composition may be progressive, i.e., the words may 
be set to music consecutively, throughout,—with, probably, a da 
capo at the end, as in some of the Group-forms. In this case, the 
3-Part or 5-Part Song, or the Group of Parts,—possibly Song with 
‘¢ Trio,?’——-may be chosen as structural design. See: 


ScuHuBERt, ‘‘ Miiller-Lieder,’? No. 2,—Song with ‘‘ Trio’’; (Prin. Song, 
3-Part Period; Subord. Song, 3-Part Song-form; ‘‘ Da capo,’’ a compound 
of both foregoing Songs; Coda). No. 3,—Group of four Parts; (I, a Period; 
II, a Phrase, repeated; III, an extended Phrase; IV, two repeated Phrases). 
No. 4,—quasi 3 strophes. No. 5,—Song with ‘ Trio.” 

Scuumann, ‘‘Liederkreis”? (op. 24), Nos. 1, 2 (almost Strophic), No. 3 
(Three-Part form), No. 5 (Five-Part form); ‘‘ The two Grenadiers,”’ op. 49. 
No. 1 (partly strophic), 
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(g) The primary objects of the instrumental AccomMPANIMENT 
to a Song are, first, to sufzort, and secondly, to complement, the 
vocal part. It should nut disturb or overpower the latter, and 
therefore the danger of foo much accompaniment must be recognized 
and avoided. 

The simple rhythmic enunciation of the chords, as in ScHUBERT, 
‘¢ Haidenrdslein’”’ (op. 3, No. 3) is antiquated, but often very appropriate. 
The method adopted by ScouMANN in the ‘‘ Lotosblume”? (op. 25, No. 7), in 
which the vocal melody is from time to time reinforced by the pianoforte, is 
more artistic. 

But the student must guard against the impression that the vocal part 
should be duplicated throughout in the accompaniment (as in SCHUMANN, 
op. 25, Nos. I, 2,9, etc.). This tends to obscure, more than to support, the 
vocal part; and, while it is often necessary, it is better, as a rule, for the 
accompaniment to limit itself to general harmonic figuration,—which is at 
once less obtrusive, and more individualized. See ScHuMANN, op. 25, Nos. 3, 
11, 25. ScHuBErRT, ‘‘ Miiller-Lieder’’ (op. 25), Nos. 1, 2, 3, 4, 5,9, II, etc.— 
A duplication of the vocal melody, as found in Scuusert, ‘‘ Winterreise” 
(op. 89), No. 15; or in SCHUMANN, op. 25, No. 10; and op. 27, No. 4,—is very 
effective. 

But it is permissible, and common, to assign to the instru- 
mental accompaniment the task of reflecting and emphasizing the 
poetic, epic, or dramatic contents of the text; and, in so doing, it 
will become more or less characteristic, and assume a degree of 
independence, which, a¢ times, may even exceed that of the vocal 
part itself. 

See ScHuBERT, ‘‘ Miiller-Lieder’’? No. 3 (Bass part), No. 12; ‘* Winter- 
reise,’ Nos. 2, 4, 9, 17. SCHUMANN, op. 24, No. 6; op. 27, No. 33 op. 30, 
No. 1; ‘‘Léwenbraut,” op. 31, No. 1; ‘*Frauenliebe und -leben,’’ op. 42, 
No. 6; ‘‘ Dichterliebe,’’ op. 48, Nos. 4, 6, 9, 13, 16. 

This will give rise most naturally to the prelude, interludes 
and postlude in the accompaniment (during the pauses of the 
vocal part); though the necessity of occasional interludes,—not too 
frequent or long,—both for the relief of the singer and the benefit 
of the structural design, is sufficiently imperative, in itself. 

See ScuuseErt, ‘‘ Winterreise,’’ Nos, 2, 6, 14, 19, 24 (especially). 

ScHUMANN, op. 25, No. 3; op. 24, Nos. 5, 6 (elaborate postludes), ‘‘ Dich- 
terliebe,’’ Nos. 5, 6, 9, 10, 11, 12, 15, 16 (elaborate postludes). 

Additional examples for reference and study : 


Other Songs of ScHUBERT, BEETHOVEN and SCHUMANN, not referred to 
above. 

The Songs of MENDELSSOHN, BRAHMS, ROBERT FRANZ; RUBINSTEIN, 
Grixc, JENSEN, TAUBERT; Song-albums (Schirmer ed.). , 


eee Va 


— 
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z. THE INSTRUMENTAL Duo. 


129. The instruments most frequently chosen for the duo 
are the Pianoforte and Violin, or Pfte. and Violoncello. 

The rules for the conception and treatment of this style of 
music conform in general to those of the Song (excepting those 
bearing upon the text), but with such additional liberty, or 
modifications, as are conditioned by 


The wider compass, 
greater technical facilities and resources, and 
specific peculiarities of the ‘‘ solo’’-instrument. 


The absence of words leaves the composer without a certain 
quality of melodic stimulus and suggestion, but, at the same time, 
at liberty to develop his musical conception and purpose without 
embarrassment. Some theoretical guides to his natural musical 
impulses are recorded in par. 94, 95, 96, 97, which are to be 
reviewed. See also par. 137. 

The student, if unfamiliar with the Violin and Violoncello, 
should not undertake to write for them until he has consulted some 
expert performer, and obtained from him sufficient information 
concerning the tone, specific tone-effects, compass, and the various 
technical characteristics of the instrument. The same law applies 
to the use of the Flute, Clarinet, Cornet, Horn, etc. 

The species of composition for the instrumental duo is to be 
selected from the list given in the next paragraph (or par. 126 a). 

Examples for reference : * 


Violin and Pianoforte: Rarr, Cavatine-—SvENDSEN, Romance, op. 26.— 
H. Wrenrawsk1, Légende, op. 17.—F. Ries, Romance from Suite II; 
Gondoliera from Suite III.—Max Brucu, Swedish Dances, op, 63 (essentially 
lyric); Romanze.—JADASSOHN, Serenade op. 1084, Nos. 1, 2, 3, 4.—SPoHR, 
Barcarolle.—BazzinI, Elégie.—Joacum, Romanza.— DvoRAx, Notturno, 
op. 40.—ERNST, Elégie.—VieuxTEmps, Reverie. 

Violoncello and Pianoforte: Mznpretssoun, Song without Words for 
» Cello (D-major, op. 109).—DvoR&x, ‘‘ Waldesruhe.’’—PopPpEr, op. 3, Nos. 2, 
6; Nocturne, op. 22.—GOLTERMANN, Cantilena in &.—H. Srrr, Romanza and 
Serenata.—Daviporr, Romance sans paroles, op. 23; Lied, op. 16, No. 2. 


3. THE Sone witHour Worps, ETC. 


130a. The conception of this class of instrumental com- 
positions, most commonly set for the Pianoforte, or as duo 


* See Preface, section II. 
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(par. 129), is invariably the same as that of the vocal Song, viz.: 
a continuous, coherent, tuneful melodic thread,—canxtilena,—as 
distinctly predominating element; with a more or less character- 
istic and elaborate equipment in the accompanying parts. Each 
specific variety of conventional style embraced under this heading, 
—Romanza, Nocturne, Barcarolle, etc. (par. 126a),—will call 
forth its own peculiar modifications, in the execution of this aim; 
but the ruling principle is identical in them all. These modifica- 
tions, dictated by the special character and purpose of the chosen 
variety, may be inferred from the self-explaining titles, and need 
no exposition here. See Grove’s dictionary, or BaKxgEr’s ‘‘ Dic- 
tionary of Musical Terms.’’ Any form may be employed, from 
2-Part Song up to Song with one ‘‘ Trio.’? See par. 137. 

Examples, from pianoforte literature, for reference : 

Cuorin, Nocturnes (especially Nos. 1, 2, 4, 5, 7, 8, 11, 13, 15, 16, 17, 18, 19) 
—FIELD, Nocturnes (Nos. I, 2, 4, 5, 6, 7, 9, 10, II, 13, 14, 16, 18). —-MENDELS- 
SOHN, ‘' Songs without Words”’ (especially Nos. 1, 6, 7, 12, 18, 19, 22, 25, 29, 
30, 31, 36, 37, 40, 43, 46).—SCHUBERT, Impromptu op. go, No. 3; Momens 
musicals, op. 94, No. 2.—BEETHOVEN, Pfte. Son. op. 27, No. 1, Adagio ; op. 
27, No. 2, first movement; op. 79, Andante; op. 109, third movement, Theme; 
op. 110, third movement, Ar/oso dolente.—SCHUMANN, ‘‘ Kinderscenen”’ (op. 
15), Nos. I, 4, 5, 7, 12; ‘‘ Fantasiestticke’’ (op. 12), Nos. 1,3; Pfte. Son. op. 22, 
Andantino; Romanzas (op. 28), Nos. 1,2; op. 82, No. 9.—W. BarGIEL, Elégie, 
op. 31, No. 2.—DvoR&k, Silhouettes, op. 8, Nos. 6, 10, 11.—Gank, Idyls, op. 
34, Nos. 2, 4.—GRIEG, op. 12, Nos. 1 and 7; op. 38, Nos. 1, 3, 6; op. 43, No. 6; 
op. 47, Nos. 3,7; op. 54, No. 43 op. 62, No. 5.—Liszt, 3 Notturnos (‘‘ Liebes- 
trdume’’); Gondoliera and Canzone from ‘‘ Venezia e Napoli’’; Consolations. 
—MoszkowskI, op. 31, No. 1; op. 36, No. 2.Rarr, 2 Elégies, op. 149.— 
RUBINSTEIN, 2 melodies, op. 3; Barcarolle, op. 50, No. 3 (g-minor); also 
Barcarolles in a-minor, f-minor, and G-major.—PADEREWSKI, Mélodie, op. 8. 
No. 3.—Sm.-Sains, Chanson, op. 72, No. 5.—TScHAIKowsky. Chanson, op. 4o, 
No. 2.; Romance, op. 51, No. 5. 

(b) The Ballade belongs, properly, also to this class, but its 
character is indefinite and variable. It is usually more elaborate, 
longer, and more dramatic than the Romanza, and constructed 
in Group-form. It implies a more or less ideal narrative. 

See Cuopin, 4 Ballades.—BRAHMS, op. 10, Nos. I, 2, 4.—REINECKE, 
Ballade, op. 20. 


4. THe Hymn, ANTHEM, GLEE, ETC. 
\Sla. It may appear that these species of composition, 


commonly known as ‘‘ParT-Sones,’’ belong to the second class 
(par. 1264), characterized by predominance of the Harmony; and, 
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indeed, this fallacious view has been often confirmed by writers not 
sufficiently scrupulous in regard to artistic distinctions. But it is 
nevertheless strictly true that, in those examples of the ‘‘ Part- 
Song’? which fall within the domain of the homophonic forms, the 
lyric element must prevail. One of the parts, usually the Soprano, 
must consist in a distinctly melodious, coherent and continuous 
cantilena, which the other parts chiefly serve to accompany and 
support. 


(b) For the Sacred Hymn, Chorale, Anthem, etc., words 
may be chosen from a church hymn-book, the Psalms and other 
parts of the Bible, or from the ritual of any denominational service. 
The use of /atiz sentences from the Roman Catholic liturgy is 
strongly commended. 


(c) The exsemble most commonly adopted for the setting, 
is the mixed quartet (Soprano, Alto, Tenor, Bass); but the female 
trio (more rarely female quartet), the male trio or quartet, the 
mixed trio, and the duet (the association of any two voices), are all 
equally practicable and often very effective. In any case, except- 
ing perhaps the duet, the ‘‘ parts’? may be rendered by solo singers, 
or by a chorus; and either with instrumental accompaniment (Pfte. 
or Organ), or without—(‘‘a@ capfella’’). 


(d) The choice of secular, instead of sacred, text, will 
influence the character of the musical conception, but none of 
the above details. The dignity and seriousness which should 
distinguish all music designed for religious use and association, is 
more or less thoroughly supplanted, in secular music, by such 
brightness, gaiety, grace, dramatic fervor, pathos or brilliancy, as 
befits the character of the words selected. 


(e) The structural design will depend largely upon the text. 
For the Hymn, the Double-period form, or s¢mf/e 2-Part Song- 
form, is best. For the Anthem, or the secular ‘‘ Part-Song,’’ the 
3-Part form should be used, if possible; though the ‘‘Group of 
Parts’’ is often more convenient, and affords excellent opportunity 
for characteristic and interesting formal designs, in which, for 
instance, the several Parts of the Group may be differently treated 
(as solo, duet, quartet or chorus, perhaps in different varieties of 
time, tempo and character). The conditions of the instrumental 
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accompaniment are similar to those explained in connection with 
the ‘‘Song’” (par. 128g), though, as a rule, less elaborate and 
independent. For more specific definitions, see Grovn’s dic- 
tionary. 


See also: MENDELSSOHN, female Terzetto from Zlijah; Duet from 
St. Paul (No. 31); also Chorales (Nos. 3, 9, 16), and Choruses (Nos. 26, 33) 
from St. Paul, 

The vocal duets of MENDELSSOHN, RUBINSTEIN, SCHUMANN, and 
BRAHMS. 

Braums, ‘‘ Ave Maria’’; 13th Psalm; Song from Ossian’s Fingal. 

Anthem-books for mixed voices (Schirmer ed.).—Reference may also be 
made to a few specimens of the ‘‘ Part-Songs,”’ sacred and secular, for various 
ensembles of male, female, or mixed voices, contained in great number in the 
8vo collections of the edition of G. Schirmer; and similar collections of other 
publishers. 


CHAPTER XXI. 
THE ETUDE-CLASS. 
1. Tue Erupg, or Srupy. 


132. In the genuine representatives of this class of com- 
position, the melodic element (as sustained cantilena), though 
never totally absent, is so vague, imperfect and fragmentary, or so 
disguised and obscured, as to recede into the background, while 
the chords, i.e., the Harmonies, both individually and collectively, 
stand out in proportionately greater prominence. 

In the frupE proper, the harmonies are not, as a rule, thus 
prominent in unbroken bulk, but in some figurated form (as shown 
in Ex. 4 and context). For this figuration of the harmony, a 
motive is adopted with a view to some ‘echnical purpose; hence 
the titles: Etude, Study, or Exercise. But, for the simple reason 
that the aim of a ‘‘study’’ is not always a purely ¢echnical one, 
these species may, without inconsistency, sometimes assume a dis- 
tinctly lyric character. See par. 126d. 

The design of the Etude is usually one of the Song-forms,— 
possibly, though rarely, with ‘* Trio.” 

See CHOPIN, Etudes, op. 10 (especially Nos. 1, 2, 5, 7, 8, 10, II, 12); 
Etudes, op. 25 (especially Nos. 2, 3, 4, 5, 6, 8, 9, 10, 11, 12). Op. 10, Nos. 3, 6, 


g, and op. 25 No. 7, are lyric.—Ap. HENSELT, Etudes, op. 5, No.1, (both lyric 
and étude-class), Nos. 2, 3, 7, 9, 12 (10 and 11, lyric).—See also a few Etudes 
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of CLEMENTI, CRAMER and CzErny.—Liszr, three Concert-études; Etudes 
transcendentales MENDELSSOHN, Etudes op. 104, Nos. 1, 3.—MOSCHELES, 
Studies, op. 70.—Rarr, ‘‘ La fileuse,”’ op. 157, No. 2._SCHUMANN, op. 3.— 
RUBINSTEIN, Op. 23, and op. 81.—TSCHAIKOWSKY, op. 40, No. 1.— 


z. THE Toccata, Capriccio, SCHERZO, ETC. 


133a. When the motive or figure, upon which the ‘‘ figura. 
tion’’ or dissolution of the harmony is to be based, assumes more 
of a thematic character, and thus enters more essentially into the 
structure of the composition than is the case with the chiefly 
technical figures of the Study, the style is usually designated 
Toccata (especially when the figure is small), or Caprice, and 
Prelude. Review par. 1266. 

In the latter species, and also in the Impromptu, Intermezzo, 
etc., the harmony frequently appears in unbroken, or but partially 
broken, bulk. 


(b) The Scherzo was originally nearly identical with the 
‘*Caprice.’? Later it was substituted for the Minuet in the 
Symphony, Sonata, and Quartet, and adopted the time (3) of that 
Dance. Finally, it superseded the latter, appearing in duple as 
well as triple time, and often as an independent piece, without 
reference to the Symphony. 


(Cc) In all of these species of composition the element of 
Melody, it must be remembered, is necessarily always present 
in a more or less apparent and assertive degree, but neither as 
conspicuously, nor as continuously, as in the lyric class. Certain 
sections of an Etude, Toccata, etc., or of a Dance-form (e. g., 
the ‘‘Trio’’), may be purely lyric; and, as already stated, the 
distinctions of style, especially among the étude-species, are quite 
vague,—often scarcely perceptible. Review par. 126d. 


(d) These species are usually, though by no means always, 
written in the homophonic forms. In this case, the designs 
chosen are the Song-forms,—rarely with ‘‘Trio,’’ excepting in the 
Scherzo, which sometimes has two ‘ Trios.”’ 

Examples for reference: 

Toccata-species, and Prelude: Bacu, Well-tempered Clavichord, Vol. I, 
Preludes 1, 2, 5, 6, 15, 21; Vol. II, Preludes 3 (1st section), 12, 15; Partita 
No. 1, ‘‘ Gigue.”’—Bareret, Etude and Toccata, op. 45.—SCHUBERT, Momens 
musicals, op. 94, Nos. 4, 5.—ScHUMANN, Arabesque, op. 18; op. 21, No. 2..— 
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HELLER, Preludien, op. 81.—CHoPIn, Preludes, op. 28; op. 45.—St.-Sains, 
Toccata, op. 72, No. 3.—MENDELSSOHN, ‘‘ Songs without Words,”’ Nos. 8, 24, 
34, 38.—RUBINSTEIN, Preludes, op. 24, Nos. 1, 4. 

Caprice, Impromptu, etc.: CHoprn, Impromptus, op. 29, op. 51, op. 66.— 
Gave, Aquarelles, op. 57, Nos. 1, 3, 5; Fantasies, op. 41, Nos. 2, 3.—GRIEG, 
op. 43, Nos. 1,4; op. 62, No. 4.—MoszxowskI, op. 7, No. 2; op. 36, No. 6. 
—ScHUBERT, Impromptu, op. 90, No. 4.—RuBINSTEIN, Caprices, op. 21.— 
TscHAIKOWSKyY, Capriccio, op. 8.—ScHUMANN, Intermezzi, op. 4; op. 12, 
Nos. 2, 5, 6, 7, 8. 

Scherzo: BEETHOVEN, Pfte. Son. op. 2, No. 2, third movement; op. 26, 
second movement; op. <8, third movement.—CuopPIn, Pite. Son. op. 35, second 
movement; Scherzos, op. 20, 31, 39, 54.—GRIEG, op. 54, No. 5. MENDELSSOHN, 
“Songs without Words,” No. 45; op. 16, No. 2,—ScHUMANN, Pite. Son. op. 
14, second movement; op. 22, third movement; op. 12, No. 4; op. 21, Nos. 1, 
3, 6; op. 26, No. 3; op. 32, No. 1.—ScHuBERT, Pfte. Sonatas Nos. 1 and 9 
(Peters ed.) third movement of each.—H umMBL, Pfte. Son. op. 106, second 
movement.—BRAHMS, op. 4. 


CHAPTER XXII. 
THE DANCE-CLASS. 
1. O_p DANCE-SPECIES. 


134. Very many of the older dances have fallen into disuse, 
and the corresponding musical species are therefore seldom written 
expressly for the purpose of dancing. But the old types, with their 
respective rhythmic peculiarities, are nevertheless often adopted, 
and invested with the characteristics and charms of modern musical 
setting. 

For the list of old dance-forms, and their several details, refer- 
ence must be made to Grovz’s dictionary, or some standard book 
upon ‘‘ Dances,’’ old and modern. See par. 126c, and par. 127; and 
examine, carefully, the following examples of these dance-species 
as found, in their original condition (in older writings), and in the 
idealized expositions of more modern composers : 

Allemande, Courante, Bourrée, Sarabande, Passepied: Bacn, English 
Suites; French Suites; Partitas—Lres Mairres pu CLAvECcIN (Litolff ed.), 
Vol. I, pages 68, 69, 70, 82-86, 117-119, 166, 167, 189; Vol. II, pages 16, 46, 47, 
109, 110, 174 (Zambourin), 178, 221 (Galliardo). 

Gavotte: Bacu, Engl. Suites, Nos. 3,6; French Suites, Nos. 5, 6 (Ex. 75 
of this book).—Les Mafrres pu CLavecin, Vol.I, pages 50, 191; Vol. II 
p. 28. 
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Gigue: Lrs Mairres pu CLavecin, Vol. I, p. 58, 74, 93, 132, 178, 192; 
Vol. II, p. 48, 50, 111, 142, 144, 189. 

Minuet: Bacu, Engl. Suite, No. 4; French Suites, Nos. 1, 2, 3, 6; 
Partitas, Nos. 1, 4.—Lrs Mairres pu CLavecin, Vol. I, p. 128, 143; Vol. II, 
p. 150, 187, 196, 200, 208.—IlaypN, Pfte. Son. No. 1 (Cotta ed.), second move- 
ment; Symphonies and String-quartets Mozart, Pfte. Son. No. 9(Cotta ed.), 
second movement; No. 12, third movement; Symphonies and String-quartets. 
—BEETHOVEN, Pfte. Son. op. 10, No. 3, third movement; op. 22, ditto; op. 31, 
No. 3, ditto.—ScHuBERT, Pfte. Sonatas, Nos. 4, 8, third movement of each. 
—MENDELSSOHN, Son. op. 6, second movement.—GRIEG, op. 57, No. 1.— 
PADEREWSKI, op. 14, No. 1. 

Further: BARGIEL, Suite of old Dances, op. 7.—RUBINSTEIN, ditto, op. 
38.—MoszxKowskI, Bourrée, op. 38, No, 1.—Rarr, Tambourin, op. 204, No. 6. 
—SILas, Gavotte in e-minor. 


2. Moprrn DANCE-SPECIES. 


135. The most prominent place among modern dances with 
musical setting is assigned to the Waltz, Mazurka, Polonaise, 
Polka, Tarantella, Quadrille, and a few others of national, rather 
than universal, importance. Their musical exposition is sometimes 
brief and simple; but more commonly they are idealized, or elabo- 
rated into ‘‘ Concert-pieces’’ of considerable length and freedom 
of form, without neglect, however, of the distinctive rhythmic 
peculiarities of the respective species. Information concerning the 
latter may be obtained from the authorities already cited, and from 
careful inspection of the following examples: 

Cuoprin, Waltzes; Mazurkas (especially Nos. 1, 5, 6, 12, 13, 14, 17, 18, 20, 
22, 24, 25, 26, 32, 36, 41, 47); Polonaises (especially Nos. 1, 2, 3, 4, 6, 8, 9, 10); 
Tarantella, op. 43; Bolero, op. 19.—JOHANN STRAUSS, a few Waltzes and other 
Dances (Schirmer ed.),—Braums, Waltzes for 4 hands, op. 39; Hungarian 
Dances, for 2 or 4 hands.—DvokAx, Waltzes, op. 54; Slavonian Dances, for 
2 or 4 hands, op. 46, op. 72.—GRIEG, op. 12, Nos. 2, 5, 6; op. 38, Nos. 4, 53 
op. 47, Nos. 1, 6; op. 62, No. 1.—Liszt, Polonaise in E major; Tarantella 
(‘Venezia e Napoli’’).—MoszKkowsxi, Waltzes, op. 8; op. 46, No. 1.— 
RvuBINSTEIN, ‘‘ Le Bal,’’ op. 14.—Sr.-Sains, Waltzes, op. 72, No. 43 op, 104. 
—Tscuarkowsky, Mazurka, op.9, No. 3.—WEBER, ‘‘Invitation to the Dance”’ 
(Waltz). 


3. THe Marcu. 


136. Though not a ‘‘Dance,’’ in the specific sense of the 
term, the March belongs in the foremost rank of that class of 
musical compositions in which marked rhythm is the ruling trait 
and purpose. 
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Toacertain extent this is also true of the Polonaise and Minuet (each of 
which might be defined as a ‘‘ March in triple time’’), the Quadrilles, and 
some of the stately old dances (Pavana, Passamezzo, etc.). 

The March is written in duple time ({), and usually in the 
form of a Song with ‘‘Trio”’ (rarely without ‘‘Trio’’). Its 
character is generally vigorous, though the special type depends 
upon the nature of the procession which the March is to accom- 
pany and regulate,—hence the distinctions: Wedding-March, 
Funeral-M., Festival-M., Military-M., Quickstep, etc. 

See BEETHOVEN, Pfte. Son. op. 26, third movement; op. tor, second 
movement.—CHopPIN, Pfte. Son. op. 35, third movement.—MENDELSSOHN, 
‘‘Wedding-March’’; Priests’ March from Atzhalia, op. 74.—ScHUBERT, 
Marches for 4 hands (Peters ed.), including ‘‘ Characteristic Marches’ (§ 
time) op. 121.—SCHUMANN, Marches, op. 76; op. 99, Nos. 11, 14.—TscHat- 
KOWSKY, Funeral-March, op. 40, No. 3.—BARGIEL, ‘‘ Marcia fantastica,’’ op. 
31, No. 3 (§ and { time).—BRAums, ‘‘German Requiem,” second number, 
first section (3 time). 


The student is also urged to examine the works of leading 
American and English composers in the homophonic forms, among 
which many exquisite examples of the conventional styles will be 
found, worthy of imitation. 


ConcLuUSION: CRITICISM. 


137. In his judgment of his own compositions, or those 
of other writers, the conscientious composer or critic must reason 
from the following vital considerations, testing each question in 
turn with the utmost objectiveness and fullness: 


(1) Is the work sufficiently melodious; and is its melodic delineation 
striking, agreeable, and ingenious ? 


(2) Is the Formal Design rational and clear? 
(3) Is its Rhythmic Structure distinct and effective? 


(4) Does it contain sufficient harmonic and modulatory fullness and 
charm ? 


(5) Is the demand of Contrast adequately respected; and the bane of 
Monotony avoided ? 
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(6) Is it written conveniently and sensibly, with regard to the technique 
of the instrument for which it is designed ? 

(7) Is its title appropriate? 


(8) Does it sound as well as it looks upon the paper? 


There are many other considerations of minor importance. 
But if the young composer can honestly affirm each of these main 
questions, he may confidently defer all other details until he shall 
have secured the resources of contrapuntal technique, by faithful 
study and exercise of the 


PoLtyPuonic ForMs or COMPOSITION. 


THE END. 


TRC or eit cal Wares: 07. 
PERCY GOETSCHIUS 


The author believed that composition—the organic association of tones—re¢sts 
upon a-scientific foundation. It may become as emotional as Creation, but at 
bottom it is as scientific as Creation, The endeavor to define this scientific 
basis, and to formulate rules which, unlike the arbitrary, traditional rules of 
harmony, would admit of proof, and would in every case be supported by a 
teason, was the athor’s incentive. 


These volumes are written in a simple, lucid manner. They are permeated 
with the author’s intense love and reverence for the art, so that the student 
feels the glow of a sympathetic stimulus throughout the course of study. 


Applied counterpoint. As used in the invention, fugue, canon and 
polyphonic forms. An exhaustive treatise on the structural and 
formal details of the polyphonic or contrapuntal forms of music. 


Exercises in elementary counterpoint. 


Exercises in melody-writing. A systematic course of melodic com- 
position, designed for the use of young music students, chiefly as a 
coursé of exercise collateral with the study of harmony. 


Homophonic forms of musical composition. An exhaustive 
treatise on) the structure and development of musical forms from the 
simple phi'ase to the song-form with ‘“‘trio”’. 


Larger forms of musical composition. An exhaustive explanation 
of the variations, rondos and sonata designs, for the general student 
of musical analysis, and for the special student of structural com- 
position. 

Material used in musical composition. A system of harmony 
originally designed for use in the English harmony classes of the Con- 
servatory of Music at Stuttgart. 


The theory and practice of tone relations. An elementary 
course of harmony with emphasis upon the element of melody. 
Completely rewritten and enlarged, with a new reference-index and 
appendix. 


G. SCHIRMER, INC., NEW YORK 


